FRAKCIJA" 


arguments for future 


FRAKCIJA 


Performing Arts Маайа 
Nu. 16, Nevombor 2080 


publishers 


j 


aulitoriol addrsas 


U Centre 


literis! secretary . 
ma Sparc 


| 
| 
| 
| 


Croatian National 
6 Zar; Ci 
Mama Ciub 


The isson in Your hands completes Frakcija'a first five year plan. Performatives, 
body вай techanlagy theatra af memory, iconuctastic theatre, modern primitivism, 
Vussian actionism, sexuality, hody/difference, utopia/dystopw, Eastern Europe, 
institutions, the alternative, cultural policy. festivals, Artaud, Brecht, Barba, 
Eurakaz... these ors sawn af the topics eur magazine fecased an over the past 
vo years. Murs (wportant then the topics, however, ers the artista which have 
had eu impact on the Croatian acens during these five years making the existence 
sf o magazion like Frakcija e necessity, end the interaction of these artists and 
anr authors Thia la why we can now offer, an we do in thia issue, e survey of 
the new Croatian theatre end dance scene, which was not the caso in mid pinsties 
wheo wo wero starting the magazine. Even though wost of tho artists worked 
within the coefloos of officiel predoction, the critical response wes lacking and 
they wers soneldersd s foreigo body is thia context, which for somo hocama a 
predieaweut. Today no ene can Igaure the power of this completely 
hetarsgennı panting scene, seeking its relevance In a context 
brooder easan cosalsts not duly of directors, choreographers 
aui porformate, loaludes the whole network of artists and Institutions 
how offecto effillated with thew. 

It la oaly Ingicol that Frohcija chould selabrate Its fifth yoar ky presenting the 
sontoxt which brought It ahnot and In whioh it developed, all the mars sn an the 
mogezina Наві? tacun new challenges of getting rid of tho academie ballast, 
sagegleg mors dynemicaliy with the problema and topics presented by the 
anntemporary production of and thinking ahaut the performing arts, and 
lotereotionallsieg its audience through bi-livgual issues. Which w by weana e 
farewell to the Croatian scene. From now un, we shall discuss it iv a broader 
context. 
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Directly or indirectly, the party in power in the Croatian 
theatre of the nineties has, unfortunately, Баеп m the 
service of the then ruling political party, or, wt the very 


least, harnessed within the common xdeglogical horizon. 


' The ruling tre party for the most part we: 
efforts, occai lly with the self absohang taugi 
by the dul darts, on insidious cover, 
tha сп ins of the Tudman decade, the 


the regi succesfully turned patriotsm mito 


chauvinism, tlle mogrihed Croatia's defensive war into 


an aggressi ın Bosnia, slendered the тс by 


"ubioners, and reorganised а гай 


‚clan Certain prominent ти of 
party adorned such political 
the capacity of directors of 


Hhentncal representational forms: the 


т ШАД ho 


w to kill a ruler 
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subjects prerogatives Within this ideological framework, 
a theatre performance was given the minor task of 
executing the tempered superfine instructions of the 
euthor, reveeled from the pulps pt the dramatic taxt the 
staging 15 conceived as a matarkälısation of the author's 
worldview, in which a temporary interruption of relations 
must as a rule be resolved, if only provisionally, but with 
the relations themselves remaining intect in the process 
the spectator can feel the “shiver of ketharsis” of the 
bourgeors-national type, but not the awakening of the 
entical awareness Theatre was, therefore, cast in the 
role of tha sublime conductor of spiritual transition, the 
restorer of the unquestioned values of national or 
international literary heritage, which would then feedback 
heeling the wounds of the battered national baing, curing 
its provinciality complex and rousing it agaist foreign 
adversanes. In order to at ge such return into 
the imaginary spiritual horn the majority theatre 
party had to further reinforce the е of the theological 
theatre,” alreedy pnvileged ie previous social and 
polrticel regime This schemi rarchically ordered In 
‘such e way that it isolates and Is the actor/performer, 
the present enunciatory subj je dramatic discourse 
and the corporeally real drive Qi stage performance, 
and contingency 
ined structure/plan 
use hidden beneath 
emy of tha order 
was the word (of 
‘of the dramatic 
in the end be 
peaking body To 
ask of the dramatic 
dictabtity, which 
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in turn makes us feel we rule the, world. Or at least Croatı 
its small scale model 

Fortunately, the story af the Croatian theatre of the 
mneties does net end here | would like to believe it only 
starts hara 

The aver more activa new theatre fraction should not be 
imagined as a minority but homogenous group of theatre 
artists, critics and theorists gathered around a common 
programme but more like a “minority forum," a group of 
individuals ready to combat. aesthetically but sometimes 
also politically the ideological offensive of the theatre in 
which dramatic text - a variant of natural language, the 
allegediy primal and “most powerful communication 
system" at ihe disposal of the "human collective" (Lotman) 
«functions as a сапта} medium for revealing truths: truths 
which, it has to be conceded, need theatrical interpretation, 
but which nevertheless remain unquestionalbe truths. 

It is precisely because of ths, it seems, that the new 
Croatian theatre of the nineties questions the role of and 
often tries to dispense wrth the dramatic text as a pnvileged 
hotbed of a possible fictional world of ће performance 
and its signifying tendencies, the latent political control 
mechanism, which, helped by the director's interpretatve 
metatext, looms large over the total “performance text" 
(de Marinis, Elam, etc.) т order to ensure, in fact mpose, 


? Where a "amos an: 
as an orgarased an 

scourse s unterad sn the 
Le ней болг, 


the presence of the writer's ward/vaice ın theatre 
communication. Stagings freed of the (single) text's 
commanding sway supply ther energies from the "real," 
“natural,” he. “zero World,” which they fake as tharr 
template, from the empirical reality inhabited, among 
other things, by various discoursive forms, i ir 
literary texts, which the performance, intentionally or 
otherwise, engages ıntertextualiy with Such intertextual 
exchange is radically different from, and potenhally more 
liberating than, the “slavish" (as Derrida would put it) 
relationship in which the staging/performanca is only 
granted the right to a re/construchve rejomder In theory, 
the new Croaban theatre of the nineties actually enacts 
an aesthetic and therewith an ideological turn towards 
the "post-dramatic" (Lehmann), post logocentric, even 
posttextual theatre, insofar as some stagings manifest 
an explicit desire to intensely affect the spectator 
following the caurse of the performance entranced by 
"direct experiences” (Alter) - by non-discoursiva means 
In principle, this theatre explodes, destroys, and (inevitably 
only) redefines the "theological scheme” in order to loosen 
its ideological grip it dissipates and redeploys the function 
of the author/logos of the staging/performance according 
to all constitutive subjects of theatre performance, from 
actor/performer to spectator, or ironically undercuts the 


We der розм Thasters, 19711 


ме sureundings- Every pans bie 
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author's demuurgical pretensions, exposing the natural 
uage and its spoken usage to the aggression of 
ralıngual or non-verbal sign systems, the performer's 

body most often being given the mim subversive role 
Playful in the gap between its palpable-material presence 
and tha irramovable absence due to the always already 
culturally, socially, ideologically, but also aesthetically 
ancoded stagings/performancas it engages or gets 
involved in, the body incites the trambing semos: moving 
of performance signs freed from tha need to - at least 
until they reach the scope of tha spectator 5 signifyng 
and conceptual actwity - end in a praconceived, already 
in/pre/scribed meaning At the sama time, it tests the 
feasibility of its counter textual longings against different 
contexts, personal as well as cultural, ceaselessly 
historicising and writing it 

These doubts were already, however seldom and always 
by means of metatheatncal commentary or procedures 
inscribed in the dramatic text itself, brought to 
consciousness and foregrounded by the majonty/rulmg 
theatre, in the final analysis, the satirical pranks and a 
more liberal interpretative atmosphere notwithstanding, 
always inclinad to succumb to complacent answers and 
the rules of the dramatıc, logocentric, "theological theatre," 
the generator, narrator and promcter of the illusion of a 
stable reality and of an incontestable social order How 


is t possible io expose the dominant ideological discourse 
by merely п ng tts autihjofricratic system, ritical 
charge of which, though (relpresented on the thematc 
and narrative tevet, inevitably dissolves under tte pressure 
of a petrified hierarchical structure, in which the 
prerogatives of the constitutive subjects are already firmly 
established? The only thing the more damocratic members 
of the majority theatre party can concede is a redistribution 
of power with the aim of striking a balance between the 
primary (writer) and secondary (director) author, but only 
ıf ther common postion of superiority with respect to the 
performer/actor, reduced to the rola of carrying out the 
orders of higher instances, is not jeopardised 

Doubting the comfort of the conclusion and the fınıtude 
of the repressive order, the new Croatian theatre opts for 
direct or indirect political criticism, refusing not only the 
aegis of one but of each and every party and speaking 
only for its “undetermined opposition" (Melchinger). A 
theatre operating from such positions rs constantly creating 
tensions and resists every system bent on inevitability 
and longevity, presenting rt with its possible/imminent 
decay or, at best, restructuring Thus 15 why that theatre 
has in the nineties in Croatia been subjected to ignoring, 
refused finances, indirectly banned, kept in marginal 
institutions or left to sts own devices outside the 
insttutions * Should we survey all representative stagings 


of the new Croatan theatre of the nineties and e: 
description as if it were a sin, Continuous se 
and alternative theatre piece, created in the con 
proliferating, by no means harmless, products of the 
majority theatre party, we would come up with 
distinguishing, even innovative, features plat 
different but interrelated ually бере 
Perspectives 


| 1. the critical attitude 


| The fragility and transformability of (personal, sexual, 
gander, nation 81005) identity 15 being 
discussed/defended, or a descent attempted into the 
abyss of the body where element of attractior 
and rejection, love and hatred desire for an impassioned 
and/or for its passionate 
g fram and collide tažstrojs Frage 
Disco from Moscow to San 
entational and semantic 
е apacalyphe side of everyday 
a form of subversive 
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political attitude 
Story by Bobo Jelëıı 
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lled Western - theatre as an 

ng site and an effective means of 


the performance its 
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repression (Goran Sergej Prısta®'s Confessions) The 
seamy side of revolution (мса Bulans Ріа and war 
(D 8 1пдо$'5 War Kitchen) ıs exposed. A radical and 


implacable deconstruction of the patchwork national 
myths, discourses and fevilldoings of indefatigabla myth- 
makers and manipulators (Branko Brezovec's Bacchanalia 
and Caesar] culmmates in à shocking. symbolic and 
ambiguous action at the heart oí Brezovec's Marathon 
three marathon runners, à farmer, a craftsman and a 
clerk, three “small men" condemned to the Beckettian 
finish-atthe-start, unfurl and then carry into the grave the 
Croatian flag, with black instead of red and blue stripes 
and black instead of red chequers Branko Brezovec has 
daringly revealed the most nauseating dilemma of the 
schizophrenic Croatias newfangled national state where 
15 the fine line that separates being a victm fram becoming 
an executioner and when is it overstepped? 


2. different working methods 


the performanc: а “maternal re 
iterary text, or the directors imposed mi 


eatwe process of gat 


precisely: more original - narrative and representational 
material, in which the performer becomes ever more 
prominent The performer is an indradual who through 
her own story, attitude or style, gesture or word, gradually 
fits into temporary structures, always opan to 
(de/relconstruction, not only during tha process of creating 
a piece to be performad, but to soma axtent - greater 
certainly than in the dramatic thaatre - whila performing. 
in front of the spactators as wall Even though most of 
the representative works of tha new Croatian theatre of 
the nineties are results of long periods of improvisation, 
and some can even be considered open representational 
structures {especially Observations and Slowing-down), 
ıt should ba emphasised that improvisation 1 used ın 
varying degree and for many different ends by various 
authors Borut Saparovié s Montažstroj charactaristically 
davelops tha matarials of a “single” work ovar a period 
of time tha material gathered during several years is. 
always selected and shuffled anew for different outings 
of the “same” work Serge) Prista$ selects and further 
develops certain sections of the generative work: 

Man Chair thus originates out of Confesstons The process 
of creating a theatre piece can even, at least mally, 
have a primarily socio-dramatic and psycho-dramatic. 
purpose, like мса Buljan's indeed Concrete Branko 
Brezovec merged two works created in disparate social, 
religious and cultural contexts, in Norway and in the 
Albanian community in Macedonia respectively, into а 
third Three Noras Await Baal 


3. new drameturgy 


The prerogatives of dramaturgy (and hence of theory) | 
axpand to include the whole process of creation and the 
totality of the mowng sign systems and performance 
Strategies employed, the structure of these works therefore. 
becomes much more complex than the one offered by 
the traditional dramatic theatre Of the procedures of "new 
dramaturgy", the most often used are juxtaposing various 
performance forms and styles, deconstructive montage 
ntertextual and intermedia dialogue and conflict {especially 
ın Brezovec's work), laying bare the representational 
act/intention by metatheatrical means, muttiplying 
representational planes (Confessions, Uncertain Story, 
Borna Baletié’s 2 Legends), metanarrative manipulation 
of story space and time, fragmented narration and cut up 
plot lines simultaneously presented (Uncertain Story, most 
of Brezovec’s work, particularly So, So}, self referential 
statements of the performers, but indirectly of the directors 
and dramaturgs as well (Confessions, Uncertain Story) 


4. deconstruction of the reletionship | 


hetween and the identities of the 


| charecter end the ector 


Through careful preparation and the process of creating | 


à work and by means of numerous devices of “new 
dramaturgy”, the space is cleared for representing and 
playfully engaging with the Third One, the constant flow 


u 


of being between and around the two seemingly opposed, 
incommansurable identities The space is cleared for the 
performar her/himself however polimorphous and 
ungraspable the performer/actor/character, surrounded 
by spectators, is a vulnerable but passionate player, 
goaded on, but also ready to invest into and thus expand 
upon the process of creating and performing a work, 
ready to question and re-define her/his own 
(pseudo)autobiographical experiences, certain only of the 
permanent uncertainty of the questions that interest us 
with respect to her/him - “who says - 1?" and “what will 
the body do?” Although most of these works count on 
performing the “personal” in a significant degree, 
Observations and Slowing-down by Jeléié and Вајкомё 
deserve to be singled out The complex procedures of 
creating the character, as opposed to identifying with it, 
graft the real or imaginary fragments of the performers" 
personal stories (situations, relationships, moments, 
events, phrases} onto the fictional structure of the 
performance These fragments are then left lingering until 
the actor, in the moment of a renewed identification with 
their emotive and narrative content, activates them in the 
performance itself, exposing them to the risk of potential 
always partial, but always different. restructuring and 
contingent meandering Performers/actors/characters 
of the two Jelcié/Rajkovit works have created a fantastic 


Theatre being which Constantly interteres m the reterential 
sphere, frustrating the closure of semosis/fictionalis ation 
of the staged goings on In contrast to Kirby, who ın the 
treatise on “Acting and Non-acting" concludes that the 
actor ts visible in the character" what is intended here 
is to make the character visible in the actor Therefore, 
the only name the charactar can bear ıs that of the 
actor/performer her/himself 
On the other hand, certain works insist on the multrcoded, 
actually total acting/performing, where the 
actors/performers are forced mto constant reinterpretation 
so as to avoid the closure of the sign/utterance in any 
acting code or performing form {cf Confessions), in order 
to resist the subjection of ther real or imaginary performed 
features to an ideological system, to prevent casting their 
bodies in various social and political roles Branko 
Brezovec's Caesar is by far the most complex example 
of this, because the performers are laid bare not only 
linguistically but physically "intraculturally" (Bharucha) as 
well They are marked by remnants of traditional national 
acting codes, estranging-enchanting, successively or 
simultaneously, and combine at least four different modes 
of representing and dismantling characters Ironically 
demonstratng and citing the actions and attitudes of the 
characters (primarily the Slovenes), identifying temporarily 
with the fissures of their possible fictional 
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{sub}consciousness (the Croats), abandoning themselves 
to the waves of unleashed performing passion, the energy 
of the body overflowing the representationaf borders, 
risking {or at least seemimg to risk) chaos (the Macedomans, 
mostly), sometimes, on the contrary, the work of the raw 
performance material is shown, the product of a feigned 
representational recklessness, ditettantism almost Such 
epparently unrestrained yet potyphonically structured play 
of signifying constantly expands and furrows the referential 
filed of representation, hiding the tracks of personal and 
national identity of the performer/character (or providing 
false Ones), causing incessant explosions of signifying 
nuclei within a hypertrophied intertextual and inter 
performative organism of the staging/performance, and 
preventing its complete submission to a coherent, sensible 
end completed interpretative system/text 


roles and performance strategies of 
speech and hody 


The verbal syster of most works is exempt from the law 


5. questioning the representational 


of idealised. which is tantamount to ideologised, stage 
speech with its calculated intonation and clear diction, 
aimed at euphony and transparent conveying of mformation, 
the crucial signifying activity being shifted from the 
monolithic (poetic) word to the fiuid and completely 
individualised systems of paralmgursbc signs The variants 
are many alternate mverited languages, the private 
language of each performer, the language which resembles. 
14 


coded but marbcufate sounds produced by the child 
learning a natural language (Medvesek's Bucket], the 
mtonatonal choreography of the rhetorically pregnant 
phrases, visualised and even materialised through 
coagulation and chiselling of sounds (Buljan's Pad), 
embodying speech/sound m Caesar, where sound releases 
words from the shackles of arbitrary meaning, turning 
them into vibrating bodies, roaring machines, breathing 
beings - soaked in the sound features of natonal languages, 
these words thrown, like the reaf, palpable bodies of the 
performers, mto the flow of representation, burn out and 
sometimes produce unbearable noise almost completely 
obscuring the score, yet instantly revealing its own rhetoric 
willy nilly we are thrown into the metonymic minefield of 
the Balkan metting pot 

The performer's body resists the dictate of the word, 
ceasing to be merely its escort and support, 2 moving 
decor of verbal behaviour, and becomes involved 
intentionally or spontaneously in the processes of incessant 
attracting and rejecting, charging and releasing, re- 
deployment but also dissipation and loss of significance 
The performing body acts as a heated generator of 
instabífify of the illusion of reality, and of the theatre as 
welf, and hence of the social/political/aesthetic order 
which would fein be represented and established (ın the 
theatre, inter aha) as sufficient and incontestable 

The theatre of Nataša Lušetić (Imago), Vili Matula 
{Munchausen} and Zeljko Vukmirica (Mr Single) is still 
easily graspable in terms of referentiality, while Ivica 


Buljan's Pilad creates an abstract or symbolic, musical 
aven, slowad down and almost lyrical, curt movement 


style In Buckatt, Rana MadvaSek axplores and combines 
ionships betwaen bodies extended through objects, 
bodies threatenec by objects or rescuad by objects, 
bodies as parts of objects, objects turning bodies into 
objects and bodies turning objects into bodies 

In the painful moments of Borut Separovit's work Fragile 
bodies long to hide behind the mask of however fickle 
identitias, but tha wounding looks of the spectators easily 
inscribe them in their own ideological system, succeeding. 
in ruthlessly crushing ther desire The fragility of the body 
caught in the grindstone of the (dramatic, verbal, 
representational) text understood as a grid of significances 
interpellated by cultural, social, political, national, gender 
codes is simultaneously a proof of its weakness and the 
source of its power The text rules the body, but the body 
feedbacks undermining the stability of that rule, yielding 
at the moment of its apparent triumph to another text, 
even "writing" its own plurisignificant text, or апр itself 
over to the flow of desires, becoming a site of intersection 
of energetic currents owing through rt without ever 


freezing into a fixed meaning and representation 

The body is not anough for the performers in Caesar 
Only momentanly disciplined, referential or abstractly 
choreographed, it is always heated its limbs are disordered 
and disjointed, its movements dabauched, as if it would 
shed its bloated, sweat-drenched, burning skin, bursting 
apart under the pressura of the swollan grotesque 
corporeality The bodies in Caesar are hypertheatrical, 
polymorphous bontires scattered over the whole 
representational landscape, dispeliing the mimetic-realistic 
fog, or destroying the harmony of enchanting, dreamy 
images of the visual thaatre As soon as the 
representational.performative discipline bring the bodies 
to the heel of the intentionally stylised sign they cut loose, 
escaping the taming intentions of the directorial or 
spectatonal (metaldiscourse by means of momentary, 
explosive and (seemingly) spontaneous reactions In the 
liberated space, on the brink of chaotic kinesis and 
deafening cacophony, aggressive and deformed bodies 
swirl and voices of the performers clash, creating an 
energetic whirlpool sucking the entranced spectators- 
fellow players into a pot for “melting fire and live flesh” 


(Artaud) The only way out is, paradoxically, to dare to 
look into the light of the "reflector of the critical reason” 
(Brecht) 

Mostly dressed in dramaturgical and representational 
metaphors, the aesthetic and ideological, but occasionally 
even openly radical socio-political (especially in tha work 
of Branko Brezovec} polemic of the new Croatian theatre 
with tha compromising aesthetic, ideological and politcal 
values of the majority party in the (not only) Croatian 
theatra and the social context it was reflechng and creating. 
provokad some of its participants to challenge also the 
basic conventions and alleged oppositions (such as fichon- 
reality, truth-le, presance-absence) in the structure of 
theatre representation by means of complex interpenetration 
of stagıng/performance and theory, emphasising the 
ambiguity of sharp distinctions and questioning the 
ontological incontestability of the allegedly opposed entities, 
theatre and the world, performer/actor and character, 
sign and referent, body and text {as a grid of significances} 
Ѕедеј Prista$'s Confessions offer only prowsional 
conclusions, or rather new starting pomts for further 
discussion This metatheatrical and in its every segment 
self referential work makas the very theatrical medium 
confront its own mstitutionalised repressive nature at the 
same time linking it loosely to the kindred performatively- 
representational forms, primarily performance art, video 
and various genres of body/movement theatre, dance and 
mime Such polymorphous representational context 15 
made to accommodate one of the most radical and 
consistent ant-logocentric performances in the Croatian 
theatre, Damir Bartol indo3's Man-Chaır The inserted 
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f Garan Sergej Pristas- CONFESSIONS 


performance gradually became the frame and the cohasive 
force of the performance-essay on the theatre but also 
of the pertormance-critique of the national, resolutely 
logocentnc theatre tradition, especially of its modern 
prefab vestiges Together with tne spectators, Indos was 
finally givan the answer in the beginning (of the theatra) 
was not the word but the convulsive body But it is. 
surrounded by witnesses and their words trying to 
de/pre/senbe it. The dual nature of the body cannot ba 
completely tamed by any text (whether literary, historical, 
verbal or non-verbal}, but the dual nature of the text cannot 
likewise be replaced by any body The text is the máans 
of trapping the subject in an ideological code, but ıt is 
also the site of its creative freedom within ts own codes, 
manipulating knowledge, it also guards knowledge The 
text is the law that would control the body, but it is at the 
same time always already a code the body incessantly 
escapas И сап even be reduced to a mere thing the body 
can cut and paste as it pleases The text would fein stop 
the movement of the body The body would fein break the 
ngıdity of the text The text ıs a place where identity 15 
lost but also gamed, a dark glass ın which the subject 
can catch a glimpse of her/himself, and the body briefly 
escape the dangers of real/materiai presence, thus 
preserving a part of itself from decay and death 

Was not the performers body, desperate with such 
knowledge, enraged and crazed, forced to use the words. 
“Im killing the ruler within те” to announce its relaase? 
(Translated by Tomislav Brlek) 


Marin BlaZavié is a theatre critic and member of the editorial 
board of Frakcija 
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tha most violent push of d 
since one cannot stay closer 
incites desire; and this desire ut, es sm 
its own opposite, the desre to approach her close 4 
to die from it, almost, and to hold oneself extremely far 
back from her, agamst her, night up agamst her, our most 
dangerous and generous mother, the one who gives us 
L..] the staggering wish to come out. . 

Helene Cixous, 1991: 37 


With rts visceral axcesses, its gargoyles of blood and 

sensueiity, the Ghotic offers a perfect compensation for 

the deed historical machinations of the postmodernism 
Russell A Potter, 1992 4 


Discussing death and Ghote postmodernism within the 
framework of the theater immedietely evokes Thanatos’ 
counterpart the liveness of the theeter performance. If 
ivane Sako, our most important interlocutor m this paper, 
is understood es the playwright obsessed with the notion. 
of the Grim Reeper {and in all five of her plays”, death 
ettentively watches ovas” the dramatic characters 
relocates them in time and space end # 15 again 

that the privileged perspachys af otherworidls 

offered to he audience), Sajko is equally 


Gr the theater as ari audiovisual, syncret 
nevertheless includes and ove 
'overmediatized* fer E 


‘Somehow detained ın the postmodern 
and His celestal presence, 

This Beckett-iike insistence on tha chat 
speech and bodily presence on tha Бай 
at its most intense in Sajko 5 letest 
Like Green Walls (2000) The duet bet 
pair of Gultwer Junior and The Sho 
props from the erchive of "nealisi 

plot or narretive “development 


Shooter uses the whale 
restrcbons In her deep 


and Artaud, Say 
Gulliver Junio. 


loses the performer's body and the play stops no 
redeeming (literary) words are heard there is no 'afterlrie" 
In this respect it is the performer s body that Saiko 
comprehends as ultimately sacred The paradox of the 
play develops even further The Rib Like Green Walls is. 
not a secular play ( would understand ıl as a metaphysical 
poem), but its “staged body’ is secular and mortal - 
Gulliver dies The strongest “reality effect”, however, m 
this play 1s not produced by death (as the ‘ultimate power 
that ends the game"). Death is so constant, common, 
inevitable palpable, close and crucial that no one bothers 
to question it, the air itself is lethal. What is painfully "real 
or breathtakingly vigorous is hence Gulliver Junior s live 
end fragile body and his identity performance He 
refuses to eat, he refuses all physical comforts in prison, 
and he chooses corporeal decay to prove that his will 
power is stronger than The Shooter's gunpower Here 
identity is provided and sanctioned by death steeped in 
the Western tradition of attaining "singularity" in death 
throes As Jonathan Dollimore eloquently claims (1998), 
death is the enduring essence of all existing self negating 
and self hating identities death is the major Western 
ontological différance because its lure promises escape 
and dissociations from the ‘poor* human finitude into 
divine legend Loving your own death means loving your 
own legend, it ıs the potential divinisation that makes 
death wish glamorous However, this mechanism is usually 
“confounded by the anonymity of actual death’ (Dollmore, 
1998 20) As we have already said, veneration of death 
15 not reserved exclusively for ancient Christian 
philosophers Death plays a central role ın the works of 
contemporary thinkers like Jacques Derrida and Emmanuel 
Levinas, and | find that the words of Jean-Luc Nancy 
(1993 12) express most clearly thus vital" mythology of 
death 


“No more than it can die - по more than it can >seriously< 
die, if we can say that with straight face can the subject 
be born, or can it sleep Immortal unengendered, and 
insomniac thus is the triple negation over which the life 
of spirit rises, imperturbably adult and awake " 


One could say that Sajko s Gulliver talks directly to Death; 
The Shooter ıs опу Death s (theatrical) mask Perhaps 
The Shooter m fact represents the (evil) Lord himself 
while Guliver Junior ts tus good rejected son Junior could 
be underslood as Lucifer, but renterpreted as son l'Jjunior') 
who justly rebels against the violent Senior God (this is 
the classic Gnoshc approach and an equivalent of the 
mythical story about Ihe relabonship between Zeus and 
Kronos) As Sako occasionally calis The Shooter "our. 
Father’ and talks about a multitude of his 'gun-happy 
children, Gulliver's rebellion aims against The Whole Violent 
World Order as well It is very important to notice that 
Gulliver s words match his deeds he ıs not ‘just another 
impotent and logoreic poet in prison, he is the action of 
refusal and the body of disobedienca Above everything. 
else, through Gulliver's rejection of The Shooter as his 
Father, Gulliver also rejects the 'patriarchal" or fatherly 
order Sajko is explicit in saying that Gulliver is glad not 
to produce the gun-serving sons of his own К turns out 
that Junior 15 tormented because he refuses to act like 
a soldier; a terrible disobedience in a system endlessly 
at war He says: | am ready to be anything, anything but 
a conqueror.. - Gulliver is dissociated from The Shooter's 
order, but he 15 dlaaoclated just as painfully from his 
own female lover. She warts for him and he hears her 
voice throughout the play In ай her plays, Sako inovatwely 
uses stage direcbons as the autonomous narrative voice, 
shaped in the Greek chonc tradition, but not addressing 
the polential director with anything like "technical 
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instructions” This chonc voice 1s usually the most intimate. 
and tyrical, it communicates directly with the audience 
tor the reader), but characters in the play can hear it as 
well In the play The Rib Like Green Walls Sajko offers 
two mele bodiea and an echo of the bodiless and 
nameless femalo voice What we learn about the visible. 
and passive female figure is that "standing endlessly by 
the window, she gradually turned into a wall" Love wall 
not redeem these lovers, there 15 no promise of eternal 
salvation Love lasts, and ıt is mutual, but to feel it means. 
to suffer the impossibility of its realization Since The 
Shooter is the one who finally makes the decision about 
life and death and who separates the lovers, he 15 
symbolically endowed (by the playwright) with the greatest 
responsibility and power in the play Sajko also insists on 
"unsexualised" love between Gulliver and The Woman 
Perhaps Jili Dolan (2000 1997] 63) offered the 
explanation for the whole range of the phenomenon of 
dasexsualisation in contemporary drama “But sexuality, 
in Western culture, is as rigidly constructed and prescribed 
as gender” Since sexuality ıs "compuisory”, rt also belongs 
to Tha Shootar's realm Therefore, Sajko points out, it 
must ba renounced. There is another explanation for the 
programatic division of body and spirit" ıt is - again - a 
Platonic metaphor for “dismemberment”, dissociation, 
1e death The forbidden word of the so described 
Western regime i5, of course pleasure Even Roland 
Barthes, the philosopher of desire, finds pleasure only in 
the text, not in the body Ivana Sajko's plays reflect the 
most castrativa principle of patriarchal mimesis, where 
to kill or condemn desire (and desire is historically 
attributed to the female “disorderly” and therefore 
"dangerous" universe) means to control the mind The 
critique of thes attrtude persists in the medium of the 
theatar itself, where body cannot be “impure” or 
"corrupted" body ın the theater equates words This is 
also the reason why I cannot percerve Sajko s plays as 
"literature" - rathermore like written theater (with 


Shakespeare s "performance scripts" in mind) 
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Another Croatian playwright, Bons Senker ib. 1947), 


twenty eight years Saiko s senior and usually considered 
a роса satınst with a penchant for postmodern pastiche 
and parody was known їп the eighties for "collectively" 
authoring plays with Tatur Mujčić and Nino Skrabe In the 
course of the nineties he began writing plays on his own, 
m the tradition of the postmodern - meathistorical - tragedy 
Associated with Sajko in his preocupation with tha liminal 
states of theatrum morts, Senker completes the dramatic 
cycle called "the decapitabon trılogy"*, where he axamınas 
the deaths of Nietzsche and Oscar Wilde (Dandy" A 
Midslaughter Night's Dream, 1993), the Biblical heroina 
Judith (Victorious Judith, 1995) and the Elizabethan rebel 
Lord Essex (Gloriana, 2000) Death is staged very 
differently in each play, but it remains the focus of the 
playwrıght's attenbon Dandy resembles Plato's Symposium 
ın the sense that the divine figures of philosophers and 
poets (Nietzsche and Wild) and here even the gods 
themselves (Apollo and Dionysus), attend tha luxurious, 
cosmic, out-of-this-world drinking party Its style has tha 
sardonic flavor of Aristophanes’ Clouds and the dark 
pessimism of the late Euripides. The rival gods (Apollo 
ıs called "Your Excellency” and Dionysus "Your Highness”) 
reflect the typical Nietzschean and modernist tradition of 
splitting "madness/Dionysus/theater/body" (on tha one 
side) and "order/Apollo/Iterature/text* (on the other), but 
they also reflect the split between the antagonistically 
positioned and repeatedly contrasted notions of power 
and beauty The resolution of the play, built as a double 
dispute between two philosophers and two gods, ends 
with the gods deciding against allowing humans to have 
both beauty and power, art and polibcal/social influence 
at the same оте They kill the aspiring artists with the 
same gesture of boredom, exhaustion and disgust for 


= Thase plays have net been gollahed yet; I refer tu the manuscripts, green te те by e autor 


themselves Divine existence is presented as an eternal 
tedium, occasionally brightened by a visit of some 
interesting human creature. A short and dense version 
ot Wilde's play Salomé is performed mside Senker's play 
as another kind of pastme for the derhes (and for scholars 
who enjoy endless metatheatrical links). However, the 
whole play reads Nietzsche as the true prophet ın the 
sense of the Wildeen and Christian Jokanaan But this 
prophet announces the power of the dead god and the 
glory of the humans, not the power of sacrificed/dead 
Christ At the same time, Senker's Salomé is a cleverly 
androgynous Oscar Wilde The play of narrative murrors 
never stops, since we, the audience, know that Nietzsche. 
(n Senker's play called The Voice, probably with an ironic 
nod to Biblical proportions) and Wilde did in fact merge 
their respective strengths - in our reading or watching of 
tha play In this respect, not even Gods or Death are more 
powerful than human art. The visual dimension of the play 
ıs worth mentioning the semantic pairs of crystals (in 
tha form of drinking glasses as well as metaphonc 
vacations) and blood (in the form of vine and decapitated 
heads) constantly paint the scene with a disturbing, deadly 
beauty From Wilde, Senker also borrowed the traditionally 
feminine figura of the ever-present and ever-changing 
Moon 

Victorious Judith is an extremely interesting play about 
a heroina who ramains peaceful and loving even in the 
midst of war orgies Very much like Sajko's heroes, this 
character longs for the escape of death One might read 
the play as Judith s self-sacrifice performed in order to 
finally reunite with her dead lover, but she would not have 
to choose to kill Holoferno in order to achieve this goal 
Judith ts therefore not a classic self-sacrificial drama 
Senker's stylistic device of introducing war as a macabre 
but hilarous comedy in verse, with Judith speaking in 
solemn, serious and inmate prose, produces the receptive 
shock of eerie and frurtful discrepancy” very much like 
the Porter scene in Macbeth or The Gravedigger scene 
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ın Hamlet Now, this really is a war theatrical insanity 
ef representation with real deaths included. The use 
of stage direchons has a mockingly military and 
independent voice of its own, since ıt mperatively "orders" 
the actors what to do and how to act The problematic 
part is the playwnght’s msistence on Judith’s archaic and 
all too obedient profile - she Isiens and obeys the words 
of God, she values the love for her dead lover Manaše 
above anything else, she dies dressed as a whore because 
she lets the soldiers mstruct her on how to seduca the 
tyrant. Her emobonal visions ere powarful (sha Is a true 
artist, but not a philosopher), and har actions are heroic, 
yet her mode of behavior is yielding to paternalistic 
instructions, from both above and below In this play, 
Woman equals Wisdom of the Heart (and in no play of 
Senker's can one find a woman who has both brains and 
heart) Glonana, the most misogynist and most political 
play of the trilogy, claims coldness and mantpulativa 
theatricelity for the historico! Queen Elizabeth, and 
falseness and lethal ambrtion for her contemporary “double” 
and stage protagonist, The Actress The poignancy of 
the play lies in the Queen s monolouge about the theetre 
of the dead, where we are "played by other people , who 
are "not as forgiving to us as we are toward ourselves" 
Senker subtitles this play "Elizabeth and Essex or Theater. 
and Sex", but desire is unmasked as just another political 
and/or emotional forgery In Senker s plays, death is 
staged only to be defeated, over and over again, by 
another kind of desire. located in the aesthetic 
expression the eros of art But the battle with Thanatos 
1s constant and excruciating Violent dramas of repeated 
decapitabon are a case m point 
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| The thematic coupling of death and desire undergoes 
even harsher dissociation in Sajko's play Orange in the 
Clouds (1996) Although this is her first play, it addresses 


numerous Issues that will be elaborated in her later works 
One might say that Orange in the Clouds, in being an 
‘afterlife’ kind of play, stands m complementary relationship 
with The Rib Like Green Walls, framed as the "last hours 
of Ifa“ kind of play Both plays insist on personal integrity 
realized in this world and both treat afterlife as а zone of 
disturbing powerlessness Ánd yet, only death offers the 
"true' perspective on lived experience We could also 
compare it with Senker s Victorious Judith, in a sense. 
that Orange in the Clouds desacralizes female heroic. 
sacrifice {їп the name of love) and reveals it to be just a 
noble illusion. Furthermore, Sajko firmly states that the 
purpose of female existence should not and must not be 
Just erotic love In time-honoured Socratic fashion, Sajko 
equates Detah with the Truth (revelation) She in fact 
shows many conceptual similarities with another Croatian. 
playwright Mate Matıšıé both of them tell ther 
metaphysical stories with death as the narrative starting 
poit, both are attracted to the metaphor of global flood, 
both use characters who are often nerther dead nor alive, 
both are obsessed with their characters’ indrvidual and 
ethical responsibility 

The difference lies ın MatiSié's preference for ће 
grotesque while Sajko usually chooses the lyrical In 
Matisié s last play, called The Children of Our Prest 
11999). Death will "mark" the “sinful” pnest's body with 
mortal sickness, brain cancer in the shape of a violin, 
because the Priest facilitates the abortion of female 
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violinist s child (he sets her free from forcad datantion) 
Death will execute Matıšıê's priest because he has halpad 
ın the execubon of two children his lover s child, in the 
days of his youth, and now the female player s child But 
Matıšıé is not a traditional Christian writer, more oftan 
than not he exposes the dark hypoerisy of the Church. 
He unmasks the ways the Church or religion are used to 
blackmail us with the notion of Last Judgment and death 
Itself In his early plays, especially Cinco and Marinko, 
characters take “death” into ther own hands Cinco and 
Marinko are manual workers who play with death by 
pretending to be dead in order to escape tha cruel political. 
and economic order. And they succeed, but at the high 
price of being cut from their homes and families They 
end up being displaced without the possibility of return. 
the hardship of manua! work is over, their Croatian family 
are safe with pension funds they have earned while working 
їп Germany, but, alas, everybody considers them dead 
They are thoroughly and infinitely cut off from public 
existence. 

Back to Sajko's dissociahions. Orange in tha Clouds deals 
with the female character, Shilla, who arrivas Up There 
(Purgatorio, Heaven, Hell we do not know for certain} 
believng that her dead lover Oscar has been "calling" her 
from Beyond, but when She(ila) finally meets him again, 
it turns out that Oscar has forgotten her a long time ago 
There were never any messages from the Other World, 
she made them up. Huge metaphysical misunderstanding 
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continues. Shilla wants to go back to Earth, but she is 
not allowed to do so, because her physical death is final 
and she has already "spent" her human incarnation After 
a nervous breakdown, apparently possible even in the 
Clouds, Shilla chooses to go back to Earth in the form 
of a canary bird, whare the caged Ife completely wipes 
out her mantai strength and enthusiasm The central 
rhetorical strategy of the play is Shilla s irrational, 
"imappropriate" and wid craving for oranges, e remnant 
of the human yearning for joy and fulfillment She "dies" 
only when the yaarnıng stops The audience theretore 
learns that emotions were the locus of Shilla's self Heavily 
steraotypical gender-mise (with Shilla constantly flirbng 
with male Angels and justifying her own existence only 
through the erotic relationship with her dead parther), 
this play is also the opposite of the cold masculinist 
insistence on sheer intellect and will power, portrayed in 
the play The Rib like Green Walls Joy has a prominent 
place in this play, but it i$ again acknowledged as 
something out of human reach - “angelic” selt over and 
over suffocates our "corporeal' identity. The most 
Interesting thing 1s to see how Sajko travels from the 
early Orange to the latar play The Rib, eventually choosing 
tor har authorial voice the Hegelian mata discourse, 
where daath 15 spirit and spirit is death In Hegel's own 
words (Lectures on the Philosophy of Religion, 1987 
126) death ıs both the extreme Imit of finitude and. 
the dissolution of Imitation. [Death is} the moment of 
spirit 

Outside the obvious sharp gender and genre divisions 
stands Sajko's play 4 Dry Feet (1999) Two characters, 
the Tenor and the Barttone are a strange, childish and 
tender duo that plays together while the catastrophe of 
global flood untolds around them Most of the time they 
sound like singing insane nursery rhymes sang by Ophelia 
ın Shakespeare s Hamlet - their “mfanthsabon" is at once 
scary and macabre. As the Sajko's chonc commentary 
ın the play goes "And maybe the game isn't even funny 
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Maybe it's ike childhood а prologue to the moment of 
its own disappearance * 

The characters are mentally and emotionally dissociated 
from the world, but here the world itselt keeps reminding 
them about the mevitability of "bonding" with tha total 
deluge around them The world quite literally swallows 
them up with a soft “gulp” Sajko pays hommage to Eliot's 
(1963 [1936] 92) famous verses This is the way the 
world ends/ Ths is the way the world ends/ This is the 
way the world ends/ Not with the bang but a whimper 
Not even the children, evoked in Tenor s dream, are saved 
Let us hear the children s doom-song (translated by 
Tomislav Brlek) 

chiidrew'e choir 

A terrible shower caught us on the run, 

we sink in the mire, we step through the snow 

We have no strength to reach the heights, 

there an't no hilis enough for us to go 

No mountain road leads there, 

our feet are wet, we stand in the sea 

The end is near, so they'ra sayıng, 

of being saved no hope have we 

In a few hours, that's all we've got, 

rain will drown the whole lot 

tener 

Dont lose breath! Learn to dive! 

Don't jump off the raft! You must strive! 

children's choir 

Cold mıre tide covers the field, 

there's nothing left down below 

It lasted too long, we're dissohing, 

the sky's blue but the sea's yellow 

The time is npe tor holding hands, 

we'll take upon us all the blame 

We're not guilty of those deeds, 

but there's no land for us to claim 

The more we fear, the louder we sing, 


no hope anyone could bring 

tenor 

Take everything off! You'll be lighter! 
Don't be foolish! Who's a fighter? 
childres’s choir 

if fish can swim in the dark, 
maybe the kids can do it too 

The first shout sends us off, 

Into the darkness, me and you 

We won't feel we're suffocating, 
we'll dream we're rolier-skating 

In a few hours, that's all we've got, 
rain will drown the whole lot 


Why does water take over the world in this play? Is ıt the 
Biblical punishment, an apocalyptic vision, an ironic 
description of human futility, a symmetrical reflection of 
the humans inner chaos? In any case, here the matter 
dissolves again and two bodies float to ther death The 
water in the picture is not clean (acqua benedicta), but 
the dirty mud that pollutes the world The hell Sako 
describes is not iit with fire, but soaked with water Опсе 
again the play is written against the body, against materia 
and against any hope Poetic verses are not strong enough 
to help the characters survive, poetry is just beautiful, 
visionary desperation The intensity of Sajko's pessimism 
and the last resort of poetry (in the face of death) reminds 
us of Bernard-Marte Koltes, Samuel Beckett, Thomas 
Stearns Eliot Sajko ts also indebted to the existentialist 
poetics: especially to Sartre s plays For instance, in 
Sartre s play No Exit, the infernal afterlife proves to be 
the exact replica of the hellish life before death, there ıs 
no boundary between evil life and evil death (in this respect 
Sartre knows no death at all, only endless existence in 
the realms of gunty conscience) In my opinion, the attitude 
about the absolute "malevolence" and wasteland nature 
of reality, present in both Sako and Eliot, has its roots 
in their seftnegation In both dramatic poets, self-negation 


reaches global, positively mythical proportions These 
authors mourn the lost God and the lost Ideal by measuring 
themselves and the rest of the world by the lack of 
"perfect" standards and by their fear of death'e other 
side productivity, creativity, ongination endeavor, 
PERFORMANCE Every wnter and every artists knows 
intmately this fear of performance, but only few make it. 
the ruling fascination of their oeuvre 
Sajko made it the subject of her play Reconstruchons 
Comical Funeral of the First Sentence (1997/98) in this 
cruel and funny play the main character, the writer, 15 
called The Man Without Words {or “man bereft of words"), 
and his "love" is simply called The Whore One is strongly 
reminded of the expressionist tradition of European 
theater, especially the plays by Arthur Schnitzler The 
Whore in Sajko's drama uses and manipulates the Writer 
to death in order to become @ free and famous widow, 
and he gives in because he is unable to find "the right 
sentence’ Only after his funeral does he realize what a 
mistake it was to give up the search and he finally manages 
to pronounce his desired First Sentence - but he does so 
in the afterlife This comicalty allamportant sentence 15 
deliberately absurd, since now it is uselessly self- 
addressed It goes like this. Bury me in the many flower 
beds of the universe, for | am marble without a name, 
immobile т words, f am mute ı With this words the play 
closes We might say that the Writer at last does defeat 
his fear of live artistic performance, but the victory comes 
too late What ıs symbolically signdicant n Reconstructions 
15 again the playwright s misogynist portrayal of women 
lin toto) as “whores* and her sympathetic identification 
with the male character It seems that ‘art’ for Sako 
translates as a ‘male domain" and the subject who 
represents art 15 without exception cast in the male 
gender Luce Irıgaray (1985 [1974] 133) described this 
phenomenon with perspicuity 
"We can assume that any theory of the subject has always 
been appropnated by ће »masculine« When she submits 
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to (such a) theory, woman fails to realize that she is 
renouncing the specificity of her own relationship to 
Imaginary ` 

This subject that feels "appropriate" only in the male 
gender Is also inevitably connected with guilt. like Orange 
in the Clouds, Reconstructions can be interpreted as a 
play about a remorseful mistake, morality play written in 
the language of ironic exaggeration The theme of 
dieeoclation (physical and metaphysical) continues Writer 
Is first emotionally dissociated both from the Whore and 
from his writing, than he becomes dissociated from his 
earthly existence and at the same time desperately aware 
of It In this regard, Sajko writes subversive feminine 
dramaturgy of disunited selves where not even death 
becomes a force of integration, there is nothing linear or 
final about it Death as mutability further dissociates 
the self 
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The self, theatrically multiplied and dissociated in death, 
describes yet another Croatian play, The Consolation of 
North Seas (1992) by Slobodan Šnajder In this 
intertextually complicated version ot Goethe's Faust, with 
Апе! instead of Mephistopheles and the Otherworld of 
Death packed with theater actors, Snajder tells the old 
Istrian legend about two friends who loved each other so 
much that they agreed to be each other's wedding guests 
no matter what One of them dies, but still comes to the 
wedding, as promised After the ceremony, the dead 
friend takes the living one for a short visit to his place in 
The Beyond While seconds pass Up There, here on Earth 
years and years fly by On his return to the worid of the 
living, the freshly wed husband and soonto-be father finds 


out that all his family ıs either very old or dead Many 
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decades have passed His son is now a grandfather and 
he dies from a stroke when meeting his long-gone father 
And so the faithful friend finally dies himself, of grief 
Snajder's hero Vagant ıs really a prototype of a “displaced 
person’ - both in the military terminology and in the sense 
of losing one s intimate place in the world In this 
paradoxical play, where Vagant does not really believe in 
death, because he lives in the constant company of 
miracles, angels and Апеіѕ, and where his friend s love 
protects him only to a certain degree, violent death still 
proves to be unavoidable, very real and scary Like some 
medieval knight with visions in his eyes, like another 
displaced figure, the archetypal Don Quixote, Vagant is 
not ready for the sinister reality Death comes as a 
punishment for Vagant's mability to respond to violence 
appropriately (with violence), very similar to Sajko s play 
The Rib Like Green Walls 

In the play White (1997), written by the young playwright 
Dubravko Mihanović it is again the intense and tender 
male friendship we are looking at, once again threatened 
by the prospect of near death, since one of the 
protagonists is seriously ill. The dramatic game we might 
name “death will choose one of us" seems to reflect the 
terrible anxiety of the war and postwar years in Croatia 
It does not lead to new spirituality, but to the analysis of 
absolute dreadfulness ot the afterlife As Šnajder and 
Зајко point out, "life in death“ is life without emotions, 
without tastes, without joys, without colors It is а grave- 
yard, grim and gray yard where we are still, painfully, 
alwe 


‘The Christian background of sin and punishment, employed 
in many of her earüer plays, is completely abandoned in 


the Ѕајко s latest short play Archetype Medea (2000), 
where we get to the bottom of playwright s uneasiness 
with female role as such Medea says Its hard for me 
to speak as a wornan/ | could be a woman like people 
are schizophrenics,/ hiding the uterus in the clenched 
fist of a big man And later on A woman! am not What 
iS woman? A position of support and obedience, says 
Sajko No wonder this Medea establishes her identity with 
violence. she just repeats the violence that she has 
experienced as a woman she does not want to be Sajko 
never for a moment conceptualizes womanhood as 
something other than slavery All her plays are protest 
plays, but ‘the system” is seen as thoroughly deadly in 
the Sartrian sense, there is no way out What can be 
contrasted to this attitude, tor example, is Helene Cixous* 
view (1991 41) One can emerge from death, | believe, 
only with an irrepressible burst of laughfer Laughter 
interrupts not only the "long history of gynocide' but also 
the deadly monumentality of the masculine everlasting 
heroization of death The (dramatic) conflict with the male 
world starts when the woman laughs at the warrior s 
bravado posture. not when she “prays” for His next safe 
conquest or when she feels ‘compassion’ for His Important 
Historical Tasks Joy, thought Nietzsche in Thus Spoke 
Zarathustra, best disturbs the oppressive order Boris 
Senker proved it with his Nietzschean play Dandy, and 
with all his dramatic farth in the power of aesthebic passion 
and laughter Paradoxically, it was the male playwright 
whose female heroines transcended the seriousness of 
the Croatian death order or the Croatian male order of 
war cruelties and humiliations We may compare tt to 
Vera Mantero s famous performance called One Mysterious. 
Thing dedicated to Josephine Baker, where Mantero, as 
a solo performer, steps out of the circle of humiliations 
and repeated internalized and verbalized, violence only 
after she smilingly expresses pride in herself and her 
"Devil s costume" (re costume made by the traditional 
standards of the male ınterpretiation of the female gender) 


Only after she looks at the audience proudly with the 
word joy coming for the first time and gloriously from her 
lips, does Mantero transcend the deadly system of 
disrespect, shame and underestimation And the extent 
to which the male gender fears dısorderiy laughter of 
theater performance is best captured in Eliot s predictably 
misogynist and funny little poem called Hysteria Indeed, 
Eliot was deadly serious ebout The Male Waste Land 


| Let us part with several remarks about мапа Sajko 5 
oeuvre, paradigmatic in their thanatology and gendered 
masculine subjects Although | think that death in Sajko s 
works tends to be too fetishistic | regard her plays highly 
for their ecstatic and lyrical writing style and for the 
energy of the conflicts they raise. She goes very far 
indeed in rejecting the unjust or cowardly behavior and 
she manages to dissociate herself from The Shooter s 
regime, yet her cognitive double always wears the mask 
of Death (as the lackof-choices), not the one of 
reproductivity/lfe/freedom Is this death some kind of 
revolutionary or "radical negativity? My answer 15 no 
After Shoshana Felman, | find radical negativity in "the. 
analytic or performative dimension of thought at once 
what makes tt an act (cf Phelan, 1993 165) And death 
is not a performance, it is a state of absence opposite 
to the theater and its corporeal presence To stage death 
itself - as Sajko does 15 of course a contradictory and 
powerful gestus, and that is what makes Sajko s work so 
exciting On a less obvious level, she reminds me of 
Christopher Marlowe and his Faustian paradox 
passionately debating with God about God s non-existence 
Another paradox surfaces when we try to defend the 
Iveness of the theater over ‘dead’ literary forms | will 
not repeat here Philip Auslander's (1999) outstanding 
arguments, but I will side with him and with similar 
theoreticians who recognize that ail theater performances 
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no matter how 'physically explicit and how undivorceable 
form ‘the present moment’, do however employ different 
"deadly forms of verbal representation and mediation 
Stage and repre sentation never travel apart And moving 
a step further. Sajko s plays about the "лп" of death 
tame the notion of necrosis, Thanatos becomes our 
regular friend, Angel of Death our famılıar stage compamon 
Death Iz therefore not oniy the king of dissociation, 
but alzo the prezident of the limine! ond hence the 
theater director az well {elaboration of the theater as 
тіла! zone ıs of course a favorite topic of Victor Turner's) 
The feminist signature of Sajko's writing 15 her - by all 
means theatrical - ırreverence for the most sacred 
boundaries boundaries between liveness and death. That 
being accomplished, the dissociated or plural self of her 
protagonists becomes able to shatter the pyramid of the 
whole patriarchal or discriminative hierarchy Death is 
wisely used as the final curtain that makes all of us 
inclusively and permanently - other And also “equal” in 
our limina! frenzy As Sajko s Medea explains: / could 
only be ted down/ never calmed down/ never ѕе ей 
down,/ never at rest 
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EVERYBODY GOES TO DISCO FROM MOSCOW 2 ЗАМ FRANCISCO 


had mostly no format education m dancmg Almost as f having 
created an aesthetic following, he started off and gathered 
the whole generation of young artısts who, even today, play 
significant role not only in dance, but also in music, 
dramaturgy, the visual arts, design etc. His joining to the 
Intarnational trend of high risk dance was marked by specific 
qualities that did not pass unnoticed in the context of the 
international production. 

Both in terms of subject and expression the performance 
Everybody Goes 2 Disco From Moscow 2 San Francisco dealt 
with experience of the Fast European context, the context of 
transition and violence, but also of someone else's stereotype, 
which would be emphasized in his next production. Everybody 
Goes 2 Disco arose out of the modernist revolt under the 
strong influence of Meierhold s biomechanics, used in 
Separovié s previous project called Rap Opera 101, while 
Fragile turns to East European mysticism and recycles the 
ideas of the third theatre in the West European context In 
terms of subject the performance revolves round the idea of 
identity's convertability performers from several European 
countries gathered in the performance and their projections 
were juxtaposed into the myth about conversion of Saul into 
St Раш! Radicalized ıdentttes, problems of ап indiviual's 
relationship with a gap in lus own physical reality as well as 
with a gap in objectivity of his identity, an issue of language 
ranging from repression by the politcal corectness to 


repression by msult - all this helped to maka tha 
performance that has become a cult in the East Europaan 
context, while in the West it has been regarded with 
disapproval that could be attributed to the faitura "of the 
performance to fit m the contemporary" trends of breaking 
free from intense concepts as well as from production 
based on ‘individual confessions that always sound 
simmilar The fact is that not one international dance 
company can survive by performing at the East European 
festivals, so Šeparović had to abandon the performance 
and set out in search for a new way In which to organize 
his production that could ensure not only essential working 
conditions, but also independence from the dominant 
trends of novelty which soon become the mainstream 
Mare Sesardié emerged from the generation of dancers 
who distinguished themselves in the Zagreb Dance 
Company which, together with The Contemporary Dance 
Studio, has been the backbone of Croatian dance scene 
for years After withdrawing from the company she founded 
her own company, Studio Mare, in which performers get 
together for a particular project One of the features of 
her production 15 a constant co-operation with the 
performers who are not part of the dance establishment, 
but who have significantly participated in various kinds of 
performances and whose artistic optimism has grown 
after participation m her projects. 


Her tnlogy The Parasols, Touch A Wicked Women and Eros 
And Psyche reflected the need for high aesthebcism of dance 
production in all its aspects - from movement to design of 
the performance The reaction was logical, since the earlier 
production was based on visual ideas from the seventies 
which on one the hand, were marked by poverty-stricken 
theatra and, on the other, by the concephon of beatiful in a 
sensa of romantic and sentimental In terms of subject the 
trilogy Is two trackad we find exploration of the complexity 
of mala female relabonships on the one hand, and observation 
of tha performars changes through their personal life 
experiences on the other 

Tha first mora radical change in the work of Mare Sesardié 
came with her performance Under The Rambow which, after 
Its presentation at the first selection of The Aurwaves Project, 
successfully appeared at numerous international festivals. In 
this minimalist duet the process of passing through various 
choreographic challenges, based on contacts and harmony, 
also indicates the theme of the performance а journey 
towards one s aim which is on the other side of the barrier. 
Her last performance, Cartography, is another radical shit 
їп her own expression Sesardic has shifted her focus from 
surface and calculabon to a landscape of the body, space 
and imagination Thus the body becomes the scene of 
penetration into the depth of the surface, but also a map of 
emotions and selfsacnifice. 


The person who played the most significant role in rethinking. 
of the physical presence and movement in the theatre of 
the nineties ıs a choreographer Jasna Frankıc-Brkljadıe 
who was also unacknowledged by the Croatian danca 
establishment, but who does not see these 
acknowledgments as a proof of her success Her 
choreographies are seen in traces in the performances 
of some other authors or in her own performances which 
first emphasize a phenomenon, and only then har own 
authorship Her most important works were achieved in 
co-operation with Branko Brezovac, the doyen of the 
Croatian theatre radicalism A respect for a performer s 
competence and abilities is what could be said to ba har 
transformation and an important involvement in Brezovac's 
choreographic thought Working with actors who had little 
or no education in dancing, Jasna Frankic-Brk)adié insistad 
on refinement of their bodies trough the body s potential 
of rts movements, instead of trying to reach a peak of 
their performing skills Therefore her choreographies are 
never fascinating in terms of skill, but m the way she 
achieves the potential of the body to be readable The 
body never speaks for itself, but ıt offers patterns and 
matrıces which should be formed in combination with the 
scene, the text and the expressive and imaginative moment 
of the performance Her last individualistic performance 
Fustan was made in co-operation with a folk dance troupe 
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E sisi 
Zagreb Dance Company [ZPA]: RECOGNITION 


whose dancers brought ther own mythology ınto the 
performance that ıs choreographically fragmented There is 
an abundance of material wth whose origin we are not familtar, 
but which nevertheless ceates a sense of meaning 


One of those who has succedad in securing his place among 
distinguished authors of the nıneties 15 Rajko Pavlić, manager 
of The Liberdance Company His last project The Sun Stoped 
Gazing at Miracle grew out of the exploration of the 
ethnographic dance material In tus project Pavhié successfully 
related the power of deeply emotive traditional sensibility wath 
traditions of the contemporary dance expression The 
performance is dominated by confidence in rhythm which, in 
co-operation with composer Stanko Juzbasié, resulted ın such 
an expression in which the contemporary experience of 
tradition’ and tradition of the contemporary dance are 
combined. Rajko Pavlié is a choreographer who repeatedly 
shows an increasingly desp interest in improvisation as part 
of the process of rehearsing Still, his performances seem 
as spatial visual energetic strategies conditioned by the high 
quality as well as competence of the performers whom Pavlit 
was looking for even among ballet dancers. 


Dance companies and projects 


There are two dance companies that are the backbone of the 
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Croatian dance production Zagreb dance company’ (2PA) 
and ‘The Contemporary Dance Studio (SSP) During ће репой 
of three decades many important performers and authors of 
the local dance scene have participated in the companies 
rehearsals and performances 

In the nineties, under the guidance of Smezana Abramović, 
ZPA turned to foreign choreographers trying, on the one hand, 


to professionalizc the dance scene and enable dancers 
to develop in co-operation with foreign educators authors, 
and trying to raise standards of production according to 
the experiences of a wider dance context on the other 
Therefore there were several performances in their pro~ 
duction that marked the mainstream of Croatian dance, but 
also changed the image of what quality performance is 
The first sıgarhcant project was made In co production 
with the Catalan dance company Lanonmia Imperial, entitled 
Recognition of landscape Itis a complex dance production 
with several strategic levels of meaning Working with a 
combined group of both his own and local performers, 
Juan Carlos Garcie created a performance which, perhaps 
most impressively, reflected the experience of war and 
hopelessness, 1e the actual environment in which he was 
working Trouble area became the landscape of Garcla's 
performance - a changing cartography, an image disclosing 
space and reducing the essental precisely in order to 
show the essential The map of hts performance, which 
brings the natwes back into retatonships difused in the 
actual space, was a renewal ol the landscape Not trying 
to impose any personal interpretations of devastated and 
war-battered environment, both subjective and objective, 
Garcia offered a reminder of the place where the performers 
мед, the place which became part of his own dally record 
The following production was a choreography by Bebeto 
Cidra, a dancer of Lanomma Imperial, entitled Casadores 
de saudade, which contams emotive Latin matrices This 
production indicated ZPA s orientation towards the style 
which is dominant in productions based on release 
techniques’ But the most significant result of the 
Performance was a new generation of dancers, whose 
determination to pursue their dancing careers as well as 


their great professioanal competence made ıt clear they could 
not be bypassed in future dance produchon This was also 
confirmed by the most significant production of the nnebes 
the performanca Cow Licario Sacred Opprano directed by 
Alaxay Taran from Vanezuela The choreography was performed 
by Jelena Vukmrica, Aleksandra Jeneva, Nikolina Bujas and 
Pravdan Davlahavié 
The usual cliches about dance, as a masterly skill of, 
axclusively, a choraographer working with technically well 
aquipped dancers, ware broken down by the project which 
developed through improvisabons of every single performance 
This was an exceptionally challenging and demanding 
parformance basad on tensions ranging from revolt, hystena 
to pleasure, and characterized by power of expression as 
wall as by extraordinary ophmism towards art. Although rt. 
‘ould be sad that the author s conceptual approach is the 
trademark of the performance, it would be difficult to detach 
ourselves from capacity and potential of the performers, who 
ara the backbone of that performance It is precisely these 
performars who ensure the final result ot the performance, 
since the entre dance structure is based on controlling and 
relieving therr bodies of hysteria 


SSP also had significant productions made m co-operaton 
with foreign choreographers, among which the Slovene 
choreographer Matjaž Farič should be singled out tor ms 


performance Stravinsky and | Although the purformance 
came about from a conventional understanding of tha 
boundary ime between dance and acting, it was а rare 
attempt to connect the two contexts which are radically 
disconnected in Croatian performing arts SSP s other 
performances are also characterized by a narrative 
organizabon of dance material, for instance, the 
performance Brg [s Beautiful The important role of the. 
authors and dancers who ara gatharad around the SSP 
includes production of dance performancas for children 
These very transparent and popularizing performancas, 
choreographed by Desanka Virant, are among the most 
popular children s shows in Croatia 


Dance companies have continuously reflected the conditions 
of performing potenbals on the Croatian dance scena, 
insofar as under the term dancing scene we refer to 
those authors and performers who hava continuously been 
working and performing in Croatia Although danc: 
companies have been supported inadequately, still they 
provide occasional educators, msufficient but indispensable 
fees and at least some opportunities for a continuous 
work at the studio, which they share according to the 
contract with The ZeKaeM Theatre A major drawback for 
both dance companies (the ZPA and SSP) is their lack of 
confidence in their own personnel as potential authors, 


SSP- BIG 15 BEAUTIFUL. | 


which resulted in tha fact that, during the last ten years, 
not a single significant production has been put together 
in participation with younger Croaban choreographers. 
Croatian choreographers in their prime, who worked in 
these dance companias, not only established their own 
poetics, already well known from the eighties, but also 
ancountered various problems as a consequence of 
attempting to pass literary influences onto dance. 
Undoubtedly a new generation of dancers has emerged 
vwathin the two dance companies, and should the companies 
strategy as well as the cultural politics m Croatia support 
these dancers, they could very well become the exponents 
of our dance scana Theirs are the names that are being 
associated with all important dancing producbons m Croata 
today Aleksandra Janeva, Larisa Lipovac, Nikolina Bujas, 
Ana Jurié, Jalana Vukminca, Zrinka Lukčec, Andreja Široki, 
Tamara Cuné, Pravdan Davlahovié and Bojan Valentié.. 


The mid-nineties crisis of Croatian dance had an impact on 
a heterogenous group of authors, under the name of 
"LLINKTI dance project, who gathered round a 
homogenous idea - to promote Croatian dance In their 
Gcassional appearances this unpredictable group of authors 
would break through conventions of the settled and well 
established system of producton Regularly, until now, 
LLINKT! took the opportunity to present their dance 
performances under the sponsorship of the International 
Dance Day’ celebration In the course of me, however, the 
group presented several independent and more complex 
projects Dafinitely the most interesting choreographer in 
the group is [va Nerina Gattin whose idea of movement 15 
based on the rasearch of the androgyne, the dance that 


goes beyond the categories of male and female The 
choreographies of ма Nerina Gattin seem like fragmants 
shown outside the fetishdike organized presentation, so to 
speak, as objects exposed to one’s gaze Further on, har 
choreographies have been avoiding the markat completaly, 
and it could be said that her reputation rests largely on 
impression rather that on ортоп Therefore sha takes an 
active part in site-specific projects, which, however, Is not 
а sufficient evidence of one s existence 

There are two other choreographers who realize and present 
thew choreographies under the LLINKT! project’ Шапа 
Zagorec and Katja Simumé The former s explorations of 
dance are based on movement being framed nto 
geometrically objective space, while the latter s 
choreograptwes are, т most cases Iterary models actualized 
through associative processes 

A fulltime dancer at Phillipe Decouflet s dance company, 
Irma Omerzo, has also been presented by LLINKT! , and 
next year she intends to make her al-evening choreography 
debut À crucial role in professional traming of the entire. 
generabon of dancers was played by a French choreographer 
Kılına Cremona, who is now the manager of The Croatian 
National Ballet Theatre m Split Кіпа Cremona first started 
working as a professional educator at dance companies in 
Zagreb, end afterwards she founded The Dance Centre 
Athena, which has been educating new dancers conbnually 
m such a way as to organize workshops with guest educators 
from abroad 


Under the guidance of Mima Žagar and Vladimir Stojsavljević, 
"The Croatian Movement And Dance Institute (HiPP) has 
played an undoubtedly important role organizing several 
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influential projects The most significant and long Jasting 
project is The Dance Week Festival' where the most 
prominent events on the contemporary dance scene have 
been presented for the past twenty years, both in Croatia 
and abroad 


In the nineties, HiPP took the native in educating dancers. 
and established The Moving Academy For Performing Arts 
Zagreb which, however, suffered a debacle due to the fact 
that it has been recognized neither by Croatian financiers 
nor by the professional home scene The most relevant 
results the project has achieved so far, belong to the sphere 
of mime theatre which has become very popular both with 
the audience as well as with performers. However, there 
are numerous problems that mime theatre encounters 
today conceptualized as the most spontaneous of ail 
performing arts, mime has been transformed into a very 
limited art (n terms of expression} which actually gets 
results only on the metaphoricat level of understanding 
behawoursm Today HIPP has taken an important initiative 
in insttubng The National Centre Of Dance whose project 
has been defined precisely by the exponents of the dancing. 
scene, and whose realization is expected to occur in the 
near future with support of the Ministry of culture and the 
City of Zagreb 


This year a new ‘Festival of dance and moving theatre’ has. 
been set up in Croatia and it takes place in e culturally 
highly developed region ot Istna, since there has been a 
need for the relocation of dancing projects from Zagreb 
This festival is one of the few successful dance projects 
Outside Zagreb, whose ат is to try to solve the constant 
problem of diffusion of dance m Croatia With respect to 
this, Rako Pavlić, whom we have already mentioned, plays 
an important role in organizing summer workshops m Pule 
under the guidance of young Croatian dancing educators 


Should it happen... 


Should Croatia really get its natianal dance centre, great new [| 
possiblibes would open up for contnuous work of both 
choreographers as well as dancers It would enable them to explore 
the problems that, until now, they have been trying to solve only 
ın terms of the Iwacked' terminology of theatre studies 

There are certam indications that the new generation of dancers 
could gwe nse to a new generation of choreographers Among 
those from whom much is expected, are certainly Irma Omerzo, 
Ksenja Corié-Zec, Jasna Vinovr&kı lwho dances In Basel for the 
time beng}, мапа Muller (who contnuously works in Amsterdam) 
and Marita Séekié (who recently returned from her schooling in 
Canada) New works ere also expected from Emi MateSıc, after 
the appearance of his successful twentyminute choreography 
"Darkness , which lost rts charge in the expanded allevening 
performance of the same title Although ın the mid-1meties 
Matešić raised a lot of dust m the dancing circles, unfortunately, 
until now, his performances have been out of keeping with his 
marked ambition Two choreographers, Nataša Lu&etié and 
Barbara Novković, who have already perticipated in several 
international productions, are also expected to appear with 
somewhat more consistent and more analytical choreographies 
ın years to come Another thing that has been heralded are new 
performances of young choreographers who are gathered 
around three new projects an independent group Oberu', 
artistic co-operation BAD co and Dance Centre TALA The 
revival of the dance scene in Split, where Kilina Cremona works 
now, Is also to be expected In the future, Croatian dance has 
to take several important steps that would help it to turn to the 
environment from which t emerges If it should become accepted 
by society and the cultural milieu, dance may, after all, prove 
itself to be nerther an art visiting Croatia nor an art pertormed 
excluswelly by visıting dancers (Translated by Sanda Petr) 


Goran Sergey Pistas ıs а dramaturgist, director and editor-n-chiaf 
of Frakcija 


sentations, as well as of a 
е e giver not for the p = 
heton but ainmng at ds analysis 
Rise of one of the most respect 
tists, Gora FEA ^n approx ne i 
5 [4 ui e hie 
that шй u thea re In «лил DR oductian of 


ee T | 


hn е Aristotelian doctr: Space, (пв an» 
e "he stage; 
a angig physica movements of the actors 


- sf Чо parts val пе i 
" “ de em 
$e entre dr: mit, its роз! 
T T en ntimate or more open spaces, all fes. 
| J fas fle object. Different positi y e 
1 Г | Ind to the right and changing of it 
E Orbital period of the Sun, Le. twenty, 
h tragedy 1s acciliulüled arid 


found Wacenographic/poiution, m 
мв a enhon, cáñamo wha 
, +b mg ts beng sub rear dea! 


оу! across the stage, as Managed 
producbon ай orgamze its physical 


holes the stage 4 the 
) r difiad by ә frame, by 


ы ш 
and Бенун 


within tham, Contemporary deliberations engage in 
principal ralations between these elements by analysi 
rchetypal theatrical constructions, ie by constructing 
tha scene detachad from the fixed prospect of a 
picturesque staga or according to Kiesler, 
Guckkastenbuhne (fourth-wall stage) It is not only the 
internal space organization, its visual quality and rhythm. 
that Is important, but also the possibilities of changing 
and manipulating its boundarias Theatre escapes the 
rigidity imposed by the resemblance to the illusionistic. 
Image whose content, re area covering the action, 15 
determined by its frame 
The frame of a unidirectional and fixed point ot view, 
then the frame of the Italian box, its archaic authority 
and symbolicalness within theatre all develop mto motifs 
ın Goran Sergej Prista3's production Confessions There 
5 a questio! one s own acting space that draws up 
as a dramaturgıcal guideline, further pursued ın Goran 
Petercol's stage design In the first part of Confessions, 
acting takes place primarily on the proscenium, whi 
the background of the stage is covered by a la 
screen The whole of that area and the actors, who are 
out of audience's sight, are paralelty being filmed and 


Rajkovic: "UNCERTAIN STO! 


screened m a stroboscopic technique. During the whole 
of the first part of the production, the actors in front of 
the screen have no relation, whatsoever, to the contents 
displayed oo the screen The camera, for instance, follows 
the movements of a dancer, enclosed in the back of the 
Italian box Maximum space is beng halved and separated, 
but both parts remain visible, although extant in two 
different presentational forms Their first encounter occurs 
on the body of a dancer who appears on the rim of the 
proscenium- she is visible from the auditorium, filmed 
and screened, but still only from the back The 
body disunites not only between two frames, but also 
between two spaces, whose differentiation is determmed 
by the observation pont. The obstacle to the rear part 
of the stoge is not removed before the second part of 
the production, which ıs based on the deconstruction of 
the performing elements Strict staging is seemingly 
being replaced by improwzation and coincidence, and by 
‘opening up of the whole stage, the alan box area finally 
appears At that moment, the theatre frame becomes the 
field, on which the stage dramaturgy emphasizes the 
already begun exammaton through dimensions, meanings 
and possibilthes of the acting space gwen Petercol 
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projects, onto that frame, a photograph ot gilded stucco 
work that builds up a frame of the Italian box of the 
Croatian National Theatre The space renders itsalf as a 
subject refarring both to the ironic context of the death 
of the play acted and to the fragilenass ot its structure, 
to the burden of aesthetics and norms imposed upon it 
through history Instaad of closing the space with set 
pieces and instead of redecoratng tt, Petercol approaches 
the spaca as a potential, charged wrth ever new meanings, 
whereby the set designer s task would be to find and 
recognize the mathod that would make this apparent Set 
designing refers not only to the contents of the produchon 
and movements of the performing bodies, but also to the 
wider context of the performance, and its cultural and 
institutional features 
Every new theatre space is a kind of new territory that 
imposes upon sach production пої only the frames 
measured in square metres, but also all sorts of artistic 
criteria securing aesthetic and cultural uniqueness of the 
theatre Recognition of these givens provides a new frame 
one could refer to. Slaven ТО s set design for the Retum 
to the Desert production, directed by мса Buljan, 
represents an example cf an ironic distance from the 
visual attractiveness, monumentality and local monopolisbc. 
position of the Croatian National Theatre in Split Tol|'s 
simplified set design funchoned as an aesthetic antıpode 
to the theatre s architecture At the same time, the opening 
of a crimson curtain functioned as an act ot irony, since 
on the stage there were only a denuded trunk and a house 
cut in two Kolt&s text on hypocrisy and cruelties of 
provincialism has found shape on the stage a petty 
bourgeois home without walls, audience playing a self 
critical role of voyeurs, and moreover, the cultural context 
of a city desperately fighting provincialism Naturally, 
these sorts of information networking on and off the stage 
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б. S. Pristač- "CONFFESSIONS", stag: 


зїп: Garan Pstercal 


bear relevance only in case when both the viewer and the 
author belong to the same sign recognition system and 
are aware of the ideological and critical potentials, brought 
by avery spatial intervention 

In the next ot Buflan's productions, the Koltès monologue 
A Night at the Edge of the Wood, Tol communicates again 
with the performance space, although this time he does 
not engage in aesthetic confrontations, but radically 
narrows borders by different use of hghts and organization 
of auditorium. The audience enters the amorphous, dark 
room and take seats on the benches semicırcularly set 
in front of a walt onto which the blueish light representing 
the window glass, 15 cast The actor, poured down with 
water, stands there leaning against the wall, literally forcad 
to the rectangular frame of the light czst The au ces 
range of vision is also riveted, they haven t got a choice, 
except for the claustrophobic latitude of a light source 
producing an agonizing effect of confinement When 
during the curtain calt the light is cast over the whole 
theatre, the space ten time bigger opens up- the vacuum 
that was gaping in the darkness, while the performance 
was taking place on just a couple of square metres 

It ıs also possible to fill in the frames of a specific spatial 
pofential with poatic meanings This 1 the case in most 
of the set designing solutions of Miljenko Sekuli¢, a set 
designer who in the 1990s collaborated with Paolo Magellı 
in most of his productions of classic Russian authors, 
such as Chekhov and Turgemev, as weil as in his most 
recent projects, Ah, Nora, Nora and Krleža s Kermess 
In the context of gettng a broader perspective of Croatian 
theatre, the role Sekulić played in it could be compared 
to that of Paolo Марден They introduce high ranking 
aestheticism, taking the non-existing place of 
acknowledged authors coming from targe theatres, and 
assume the necessity tor large theatrical companies and 


organization of their stage presentation, re. the necessity 
for the stage construction of both the ambiance and that 
ambrance-qualtty that is capable of turning the stage into 
a landscape of symbols, a psychological stimulus and 
that is being inscribed in an existentialist manner into the 
mood of the performance acted The set orgamzation is 
solved by emptying the stage, so that later it would 
expand up to its limits, within which the monochrome 
surface covered in materials such as sand, maize or 
sawdust Is brought about The reduction in sat pieces 
laavas enaugh room for bodies within the space liberated 
from innar obstacles, so that at the same time sts gaping 
vastness nurtures dramatic situations, which acting refers 
to Tha sat designing impressionism 1s supported by the 
same aesthetic code of a drama-pattern The indented 
staga spaca 15 subordinated to the play, and in its 
ambiance quality tha narratwes take place paralelly, thus. 
creating a subtla cacophony of lines and images The 
transparency of tha illusion, however, is constantly present 
on bare theatre walls, and as such, st inscribes itself into 
the contents of the play, in which the frame, ıe the іт 
denoting tha impossibility of change, represents the tragic 
raalıty of tha dramatıs personae 

Tha space itself becomes m this way a dramatic character, 
who avolvas with regard to other dramas personae, and 
with regard to interrelations of other theatre elements, 
as well as to the observations and expectations of the 
viewers themselves Its organization directs bodily 
movements, whose threedimenstonality constitutes ће 
basis for deliberating constitute elements that set up 
the parformance limits together with frames, withm which 
the parformer in action is viewed 

Tihomir Milovac is the most frequent collaborator of the 
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Croatian cult director, Branko Brezovac (So So; 
Bacchanalia; Emma, Essays etc}. The part ha plays in 
set designing represents, actually, an attempt of a visual 
montage of a turious system of signs and intartextual 
layers, that emerge as a result of deciphermg Brezovac's 
productons, alongside with which the set designar follows. 
the director's logic. he insists on space dynamics taking 
ft up to its limits, he constructs moveable sat constructions 
that can be taken apart, he covers surfaces with showings, 
and transforms the stage organism by constructing and 
deconstructing the already made fractals Milovac's 
Interventions are not to ba ragarded only from the visual 
or functional point of view, but also through the necessity 
of their visual contextualization in fields of intarmediality 
His space represents alorm ol ever transforming action, 
and by its structure and signs inscribed, it affects tha 
dynamics of bodies existing within it. It is constitued from 
the need to interact with the world, ı e with the audianca 
and therr, social, art and cultural foreknowledge 

The borders of stage territory are turned upside down 
Into a borderless space, and by comparing them, the 
dramaturgical context of a production is constructed 
(Petercol, Lapame) They serve as assumptions for creating 
Irony and indignation against aesthetic symbols 
representing a particular institution (Tol), they intansrfytha 
unrestramedness and imbuement with different positions 
from which the space is filed in (Milovac) Finally, the 
terntonal frames are being personified into an active 
protagonist (Sekulić) The space abides by, essentially, 
specuafting upon itself 

(Translated by Ма Corak) 


Nana Sajko is a dramaturgiet, writer and 9 member of editorial 
hoard of Frakcija 
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artistic device " (exposition booklet, Gallery DDT, Zagreb, 
1986) The question of the individual s freedom in a given 
space-temporal frame, which Gotovac has been developing 
as an aggressive paranoia imposing its own obsessive 
1dea to the world around it, n the nineties no longer refers 
to atotalitarian politics of a given regime, but to the al- 
encompassing global functioning His performance 
Adjusting to the Objects on the Maršal Tito Square (1997) 
aims precisely at the tyranny of the quotidian and the 
violence of the environment The two hour action began 
at noon, as Gotovac's actions and performances, 
directonal disciplines in which he is the director, protagonist. 
and producer, often do Dressed m a workman s overall, 
with Howard Hawks emblazoned on the back (his usual 
practice of dedicating works to great filmmakers), Gotovac 
systematically goes around ће Maršal Tito Square 
adjusting his body to the architectural shapes and the 
inventory of the Square Mestrowé's Fountain of Life, the 
railings, the pavement, the steps, the benches. The 
Square named after the character Gotovac deal with in 


TOMISLAV galeria 
GOTOVAC КП 
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a series of performances Hommage to Josip Broz Tito 
(1980) - consisting of the simple acts of Reading the 
Papers, Listening to the Radio, Watchmg Television, 
Teiephoning, and problematising the relationships of 
global direction of information consumption - is treated 
ın this performance as a site of architectural coercion 
On this Square the national theatre building is located, 
às well as a university building and à museum - all key 
institutions of the hegemonic culture and education - and 
at the same time rt is a scene of everyday duress imposed 
by the prescribed lines of movement, uses of the 
inventory, prescribed actions, obeying borderlines and 
property The tncks in the art of doing Michel da Certeau 
speaks of, which enable individuals subject to global 
restrictions of the modern, especially urban, society to 
avoid them, creating their own environment and ways 
through varıous cunning strategies, are radically 
mdividualised in Gotovac's work The body systematically 
explonng the borders of objects and movement, inscribing. 
them in itself and forcing viewers to follow it, takes over 
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Sanja lvekovié: GEN XX 


ша KON CAL 


the function of cultural production His performances in 
the eighties (e g, Lying Naked on the Tarmac, 1981, or 
The Exhibitionist Performance / Displaymg the Genrtahia, 
1989) politicise individuality in a totalitarian society which 
does not acknowledge it, while in the nineties Gotovac 
tries to escape the terror of choosing mdividuality conceived 
either as so many average individuals or as the mean 
average of the individuals For decades, Gotovac worked 
from a mid-position, first as the avant-garde of the so- 
called new artistic practice of the ‘70s, a part of which he 
eventually becomes, then as the link with a younger 
generation of artists In 1996 he works m a group for the 
first time, on the project Weekend Art Hallelujah the Hill 
The project consists of Sunday excursion to the Sjeme 
hilltop, a mythical site for Croatian conceptual art ever 
since the days of Gorgona and Kozarıt's land art idea 
Carving the Hilltop (1960) Tomislav Gotovac and Мапа 
Keser act out this performance which has been going on 
from 1996, while Aleksandar ilic is the director, participant, 
organiser and producer Appropriating the imposed and 
turning in to one s own advantage, finding the trick in the 
art of doing which characterises Gotovac s performance 
Adjusting to the Objects on the Maršal Tito Square, 15 
realised in the Weekend Art project as a political gesture 
twisting the pejorative sense of the Sunday artist in the 
circumstances of transitional impoverishment and 
unacceptable political surroundings, opening up the 
possibility of avoiding the dictates of social and political 
context An interest in thinking through one's own position 
ın the system of the labour market, ге defining the co- 
ordinates of values and meanings of artistic work in a 


broader social structure by means of documenting Sunday 
excursions into the countryside, challenges the opposition 
of leisure and working hours, positioning them in a single. 
field of the fluctuation of capital The performance of 
Sunday excursions, presented on the Internet, as a series 
of postcards or as slide projections in a gallery. 
demonstrates a strong interest in the processes of 
documenting and distributing, and in the transformations. 
of the work in various media, distancing rt completely 
from the imperative of the physical presence of the body 
as a guarantee of authenticity The tension between 
performance and its media presentation has been explored 
by Sanja Iveković from the early seventies Her 
performances often include video technology or are 
realised as private acts documented on videotape and 
made public through being displayed in a gallery In the 
nineties, the artist deals ın the media in the action Gen 
XX, which consists of publishing photographs of famous 
models, accompamed by the name of a female hero 
from World War Il, the year of her execution and her age 
at the time of death, in various magazines The problem 
of collective amnesia with a reference to recent past is 
developed in the performance Repetitio est mater, not 
media-treated but adopting the existing medium, the 
letters which women fighters in the Partisan resistance 
movement wrote in captivity These women were hailed 
as war heroes under socialism and forgotten in the 
ninetes The performance 1$ based on immediate bodily 
presence, on the expenence shared by the audience and 
the artist, as she transcribes, word for word, the text of 
the letter proyected on the wall The text, completely 
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Megible at first, is gradually opened up to meaning 
through re-writing, becoming inscribed in the common 
present from which it has been erased 

The line of development of the media mediation of 
performance is expressed in a particular way in the 
works of a number of younger artists who associate 
performance, action and body art exclusively with certam 
ways of media presentation The video works of Alen 
Floriéié can thus be read as edited documents of a 
performance for the camera A particular emphasis on 
the body as a live organic object, reduced to basic 
bodily functions of simple twitching or breathing, Floričić 
edits a poor image of his own body repeating the same 
movement more like an organism and less like a body 
The sliding of body art into exclusively digital recording 
traats the body as something perceived by the means 
of representation, thus becoming a social construct the 
physical existence of which is binding In the nıneties 
the artists again pay attention to the fact that we are 
prisoners of our physical existence which is particularly 
pronounced in the performances of the Dubrovnik artists. 
Slaven Tolj and Božo Jurjević Slaven Tolj's performance 
Food for Survival (1993), in which the artists pamts his 
body and that of his female partner in the nourishing 
mass of humanitarian aid, which they then lick off one 
another, is directly contextualised in the siege of 
Dubrovnik The performances of Bozo Jurjevic included 
danger, risk and physical suffering of the artist, not а 
prominent feature in Croatian performing art In Eclipse. 
(1997), the artist is strapped to Kozanc's sculpture 
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Landed Sun in Bogovié Street, from which he painfully 
and in vain tries to free himself. The mythic character of 
pointless effort seems more Ike an agitation than an act 
of resignation in the context of public performanca 
Disassociating oneself from the tradition of conceptual 
artistic practice and its reception, as prasantad by 
Kozarié's repeatedly moved and dastroyed sculpture, 
becomes in Jurjevié s performance an act the very futility 
of which demands repeated new efforts The practice of 
Croatian performance art in the nineties moves in the 
same context of repeatedly redrawn boundaries of 
tradition. 

(Translated by Tomislav Briek.) 


Nataša Ше s an art historian. 


dr. inat in the alternative theatre 


of the nineties 


written by 
Suzana marjanié 


Ideology is neither good gor bad in self 
H all depends on the moment we endorse it 
Еті М Cioran 


Once ореп e time; or, the beginnings 
- of the alternetive theetre in the 
theatre ef wer 


Ihe unfmished probably neverending, and uncertain story 
OF the болай з alternative théatre ol the ainaves and 
heri | minke the opimon of Branko Sušac on what the 
phrase aiferaapva theatre really means today, which he 
has managed ta state i» a single sentence. "However, to 
ТЕЗУ engage with tha alternative theatra though! am 
По! quite sure | know whet d is anymore means to have 
mne Ives tive through everything and keep oa working "1 
letus go beck to the beginning of my santenca - the 
begong of a fawly ura gale chronology of the Croatian 
alternativa theatre could be marked by the Posteurokaz 
їп Osta 2154 June - 14th July 1991), where, after the 
red car was fort óvar by a tank fhe participants of the 
real theatre became the audience for the beginnig of the 
theatre of war "The epoch recognized tsalf m theatre 
and, even mora importantly, theatre recogmzed itself m 
the current epoch the ongomg events seemed st athe 
time walorganized and chaotic There was nothing that 
chold stop the ongoing performance of politics and war °? 
Montažstroj and then performance Rap Opera 101 hava 
heen selected for tha offprogramme of Eurokaz m the 
first war year, and the profits were alloted to the Croatian 
army Other selachons from the Croatian alternative 
theatre werg The Studio for Kinebc and Figurative 
Sculpture Tha Line of Least Rasistunce & мапа Popovit 
with Currant Bomb, the theatre company Pinkdec with 


Hamlet (Buñuel), and the Scared Giraffes with the 
choreoperformanca Sharp Drive Within the dislocation 
Of the war reatty, two theatra signs the golden kalashrikov 
trom Rap Opera 101 and the Currant bombs of мала 
Popowé penetrated tha context of war. In Rap Opera 
101 which was made using the Philoctetes myth and the 
biography of the constructor MT Kalashnikov, 
Philoctetas/Kaleshnikov/Parsllal is bang saated m a 
golden wheelchair, for the pure society is founded on the 
mentally handicaped 

The Currant Bomb production/performance astablishes 
the relationship with a baletul hme in which the firet 
{unfortunately not currant} masculine bombs were shout 
to start falling (1 must, however, notice that the theatre 
nawete of the LOLR has by many bean understood as а 
Chiidish fairy tale 1 have, as 1 usually do wth fairy tales, 
taken tt ай too seriously, which has probably been induced 
by the cold breakthroughs | felt during tha Posteurokaz, 
which regardless of ts name had startad before Eurokaz 1 
While tha wheelchair of Rap Opera 201 represented tha 
nesting place of a harmless man, sinca contagious. 
thought represents tha most dangerous dissidant, the 
artfor-art s sake confitura bombs were concewed as the 
gingerbread hearts of the national kitsch symbolsm Their 
art comes out of deficiencies, sinca beaubful kitsch- 
cakes, baked by (warcooks, hier no taste As the confiture 
business is gomg down, the cakes ara exhited in a 
gallery and the twins become the most famous pop act « 
sculptors In politics, es a kitchen without any flavours; 
the bomb becomes a sweet magocıde 
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The middle of the decade; — 
or, gathering 


Tha Alternative theatre that continues the activities from 
the previous decades includes Daska (The ie Board, Sisak}, 
Dr INAT (Drama workshop INAT, Рша)“, Lero (Weirdo, 
Dubrovnik) and Pinklec (Bundle, Čakovec). In 1995 this 
foursome established the PUF festival (Pula International 
Theatre Festival) as a reaction against both professionalism 
and amateurism, because, according to Branko Sušac, 
"nobody wants us here, tha amateurs don't want us 
because we have acquired a status, and the professionals 
don't want us bacausa thay are a disgusting, clan-like 
organization, who only care for the Academy of Drama 
Art diploma " (Zarez 36, 20th July, 2000, р 34.) The 
poetics of the PUF establishment and the foursome's 
poetics of work in theatre have been summarized by 
Davor Mojes? , in a sentence contrived from the names 
of the companies, wharaın the category of survival is 
poıntad out as an important point of reference "Provoked 
by the existing scheme of theatres, they discarded thew 
theatre bundles onto the boards that mean theatre, and 
out of spite and as if thay were weırdos, they let themselves 


do another foolishness.” (amphasis added) Tha hardine 
of Kugla (the Sphere), coming out of the moderate 
“spheres* of Kugla glumiste (the Sphere-Theatre), which 
in its name symbolically evoked the theatre gathering in 
a ntually-spheral performing space, is shaped by the 
same social context as the aforementioned foursome © 
According to D B Indos ‘In the beginning the name 
Sphere made sense, as the intention had been that the 
production should be saen from all angles, that it 15 the 
authentic way of percieving a dramatic work Later | 
intended to keep this the Sphare but without the Theatre, 
because | thought that the work was of great valua Thare 
were so many people in the Sphere-Theatre who 
METAFORICALLY OR LITERALLY BURNT OUT, who during 
the work on this concept suffered existential deprivation 
Due to the lack of state sponsoring, the Sphere Theatre 
was unable to go on working on this concept, even split 
into different fachons So, many peopte simply gave up dy 
At the first PUF festival the theatre Lero performed State 
of the Moon, Daska performed a ‘mustifying" Waiting for 
Bread*, Pinklec staged Macbeth, and in the Pula stone 
prt, Vinkuran, Dr INAT staged a choreo-performance Anno 
Dommi 95, which falls within the poetics of a seismograph 
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Tezathar win Daska Lora and Prkla 
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of the post-war ‘reconstruction discourse?" and of a 
potential apocalypse of peace. State of the Moon and 
Macbeth productions wars also staged at the Eurokaz 
feshval the same year Giga Gratan expressed her wonder 
at the fact that Daska was not there wrth the "mystifymg" 
Waiting for Bread “The audience, unfortunately, did not 
see Waiting for Bread, God knows why "Vijenac 40, 13th 
July, 1995, p 27) 

Still, Kugla was present at the Eurokaz festival, especially 
during its war-years At the first Eurokaz (1987) with 
Zamimuro, and during the war with a performance айо 
tha Eucharist of toil, Laborem exercens (1992), in which 
physical labour animai and a stock exchange market, a 
place of “savage jaws,” are questioned Ponyta (1993) 
deals with animalized audience and political animals 
ponytail is the nickname of the political animal Arkan (the 
Tatar word arkan means lasso, lariat), while the idea of 
war-crimes as a criminal prosthesis of the ruling mind 
paraphrases Heraclitus’ fragment 53 war elevates some 
as criminals 19 The production Jedadde-Jedadde (1994) 
deals with the innocence of a child-man, who as an 
emissary of nature cannot accept the ideologized reality, 
and those (the rulers) who "sing praises to red fascism ` 


War and Post-war Mephisto 


AT's Orchestra Rehearsal (1996), 
some help from Fellini and bad dreams" 


and performed in the Pula sheltar, recaprtulates the scena 
ori the Odessa stairs m Езѕепѕіап s Baftleship Potemkin 
In the film, the wounded woman, falling, pushes the baby 
carnage down the stairs, in the performance, the las 
scene of the orchestra rehearsal is a puppet4ike (stiff) 
entrance of the male figure and a woman with a baby 
carriage, the family as a small scale state But the familly 
Trnty is incomplete, there is no baby figure ın the carriage 
The woman fills it with white death masks, masks with no 
individuality, and the carriage is pushed away from the 
instrumentalised parents The masks rebel against their 
makers. A figure dressed in a camouflage uniform, having 
produced the siren call of the air raid, ponits the spectators 
Strategically towards the location on which an orchestra 
reharsal is to take place He takes off his camouflage 
and puts it on some white Jinen, an act recalling tha 
collective memory image of the blood stained uniform of 
a Croatian soldier used in the Benetton advertising 
campaign (concept and photo by Oliviero Toscanini)! 1, 
framed by the protective Benetton logo (United Colours 
of Benetton ironically napropriate in our mutllated socio- 
existential united/federal srtuabon) and the statement of 
the dead soldier's father “I, Gojko Gagro, the father of 
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the killed Mannko Gagro, born 1963 in Blatrica, Čitluk, 
agree that my dead son's name be used on a poster as 
a means of fight for peace " The conductor is a "Mephisto 
ın camouflage,” who will take over the mam role in the 
group scene of conducting/performing the fates of the 
orchestras of nations, trying to create a harmonious 
rhythm of action in war War is the decision/will of the 
individual and the others (the orchestra) are 
instrumentalised by the war The war orchestra heeds 
the call of the beligerent Mephisto Having taken the 
camouflage off, he is dressed in a black tie From a 
disjointed war time into the bourgeois world He ts changing 
clothes like theatre costumes, according to his (оррозйюп 
A black vampire bat cape wraps/covers the future 
orchestra this application of zoomorphosis marks the 
first stage of curbing egattananism The orchestra as а 
collective emotional corpse inscribes its destinies in 
Meptisto's cape When the orchestra starts to follow 
Mephisto's dissonant conducting, orchestration and 
instrumentalisation, white death masks appear It is an 
act of forming the social, organised body, absorbing 
individual bodies into its collectivism Discipline does not 
count on the crowd, but on the fire power of the anchored 
individuals 12 Each individual defiance of the 
instrumentalisation of the ego, every individual's 
disobediance of the totality of the established 
orchestra/people playing invisible instruments (they 
themselves are the instruments), Is by means of a 
surveilance system subject to punishment The war and 
post war Mephisto restores the totalitarian normality by 
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means of a surveilance structure of unison breathing (the 
rhythm of breathing the rhythm of thought) The 
preparation for eqauting thoughts with propaganda 15 
secreted through the rhythm of their breathing the rhythm 
of their body from sitting upright to playing in tune 
Together, the orchestra attempts a return into indmduality 
through speaking their own names and years of age, but 
every attempt at selfinterpretation is curtailed ın the 
aphasic spasms Ideology has channelled its thought, 
idinviduality hes been automatised Ideology 1 the 
inscribed, tattooed, codified harmony of thought When 
the orchestra finds a possible pleasure in the intoned 
harmony of instrumentalism, the orchestral cabaretmarch 
ıs created Bow strings and instruments metamorphose 
functionally into guns shouldered arms “The body is 
organised as a part of the multisegmented machine " 
(Foucault, op cit, р 168) A stage oxymoron like that 
of the cabaret-military march ın Bob Fosse's film Cabaret 
(1972). 

While Fellin's orchestra (1978) has a rehearsal in a 
mediaeval crypt, INAT's orchestra chooses a shelter, 
where the emanation of the security ideology i$ magically 
strong Fellin's parable on the origins of totalıtarıan 
regimes has been organised by INAT into a parbale on 
the origins of national totalitarianism, in which a friend 
becomes a “friend in ideology “13 The conductor as a 
politician in power epitomises the climax of the 
instrumentation of mass psychology of totalitariamsm 
The acting orchestra becomes the instrumentation of 
hell Hell is one, like the origin of evil is One The Criminal 
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(Leader) is one Politics REALLY is not a result of our 
(those committed to the alternative political utopia) 
decisions The idea of the western polibcal hell 
totalitarian theatre of power, has been marked, 
camouflaged metonymucally by the aura of the political 
ties on high, 


sa 


Cicadas, rad masks and baby 
carriages 


In ates that the choreo-drame And the Cicadas _ 
Fell Silentis in a certain way a continuabon of the Orchestra 
Rehearsal, which questions "the sense of continuing the 
race and breeding new life which automatically assumes 
the inherited masks of hes, hypocrysy and evil, accepting 
passively the shackles of the past and eternal silence * 
The accompanying booklet further states that the 
performance speaks of “modern young people, the Cicadas 
of the world, who have given up the fight and hope " 
Recalling Plato's linking philosophers with the cicadas ın 
Phaedrus end connecting this metaphor with the title of 
INAT's choreo-drama, the pages of History's cynicism 
spread open, where the whirlpool of voices of alternative. 
thinkers 15 hushed, silenced. This work is centred on the 
Image of mothers with baby carriages as en image of 
the birth rate wished for by the narcissistic state After 
looking mto the carrrages, the mothers drift away in horror 
from the reflection of the wornb protecting the children's 
faces Recall the debunkmg of conspiracy theory in Tom 
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Gotovac's oral interpretabon “Beneath the big conspiracy 
theory there are small conspiracy theories and the tiny 
conspiracy theones unb! you reach the family in the same 
way, parents fool their children to make them capable of 
fooling other people "14 Children's faces will bear the 
mask of their parents’ past, the moulded, anchored mask 
of the mass painted in the coturs of ideology in power 
One can only go into the future not fearing the prints of 
the present in a new lite withou the baby carriages After 
a long look into the womb, the mothers bring out sticky, 
sodden, pulpy red mesks Putting them on the back of 
their heads they gem a polycephalous gaze, the human 
present fece and the red mask of the past at the back of 
the head The past carrıes over into the present burdened 
by its passions and shapes the future These are not 
Janus’ gates of active passage from the past into the 
present, it is the grafting of legendary long suffering 
past/history of Great Men on the present "Ideologies are 
a by-product and a vulgar exprassion of messianic utopian 
visions 15 When the mask is put on the back of the head, 
the mothers bleed at the mouth The doubling of the mask 
brings forth the mask s bloody word After the giving birth 
scene, red masks are pasted on the faces of mothers as 
visual metaphors for flayed torn flesh After the surface 
tattoo, ideology uses cauterisation and scarrfication of 
anchored thought The mothers last gesture ts pulling 
out the chains (read metal umbilicel cords}, which forever 
‘be them to (read: make them responsible for) the fate of 
children Cutting the ties with the embrional beginnings. 
of human history or an alternative history of projective 


future defined by astral ontemes, opposing the 

psychahistory of eternal war cries of (humane) man are 
for the time being impossible And the cicadas fell silent 
therr night silence (passion) embraces also daily action. 


In Pink Dreams, performed at this year s PUF, Dr INAT 
presents the figure of the oxymoronic bimd guide (Sandor 
Slacki), accompanied by a dog for the blind as his 
prosthetic arm/eyo, as the figure of a guide through 
mundus subterraneus of the former mifttary barracks. 
Entering from the playground, they fill the subterranean 
space with sadness and the dead Ме of a disconsolate 
ghost In the wake of site specific theatre, Dr INAT 
Imagines the life of exiles and refugees ungratefully 
grafted onto the history of the former barracks. According 
to Branko Sušac "The barracks have Iheir history of 
changing masters. they were bult by ће AustroHunganan 
imperial army to be replaced by the Italian army, to be 
ousted by the Yugoslav army, and finally the refugees 
were placed here as the traces of this war. We entered 
the barracks after the refugees had left They were being 
relocated somewhere else You can see they were 
desperate | found a room where the baby cot was unmade 
as if the child has just left, scattered toys, dishes, 
underwear On top of that, there was a number of rat 
holes, for when they left, the rats came here The barracks 
imposed its own theme and rhythm to the intimate. 
understanding of the world Masters changed, armies 
changed, and the institution remained as a symbot of 
those ın power” (Zarez 34, 20th July, 2000, p. 34) 
Each room in the barracks, where the former cynical 
powers have inscrihed their history, assumes the function 
of a station in the symbolism of Hell and Purgatory The 
spectators walk through visual metaphors of the evil 


consequences of ќе in exile, always defined by spaces 
of rejection The politics of pain did not bring any political 
sense The first installation of pain within the. 
psychogeography of the barracks represents a bird in a 
cage, accompanied by the paradoxical cheerful bird song 
offstage Then follows the first stabon with the suicidal 
act of a woman hanging herself having stripped herself 
The second station offers the view of the room in which 
unformed parents е in beds, get up and go to the multary 
metal white beds opposite In the military beds there are 
baby dolls The untformed parents shake vigorously the 
the bodies of children, instead of rocking them to sleep 
Do refugee children in exile dream of hard cots of childhood 
and of the sick minds of leadership, which have inscribed 
their childhood into the barracks of masculine beligerent 
smells? The central тюй of INAT's nonverbal dramaturgy, 
performately inscribed in the backdrop music, are the 
baby carriages, baby cots symbolising the inside of a 
warm, soft womb Craddle is connected to "travel, and 
thus ( )often has the shape of a boat the uterus sailing 
ог flying and protecting while passing through the wortd "16 
In the funeral patrol of onırıc stations where the painterly 
imprint of Bojan Sumonja's black period is visible, there 
follows a senes of installations of pam two figures throw 
metal plates, creating metal-piercing and earth thudding 
sound, while in front of this noisy agon a speechless. 
scene of mourning takes place a woman in bed with a 
skeleton, the bed as an ivyclad tomb in a room with 
footsteps offstage, the sink as a toilet seat, the dishes 
as excrement in a wasteland where the mouth and the 
anus are interchangeable The leading motif of bed as 
tomb symbolises the wasteland of burnt, scorched 
destinies The patrol through the barracks of the history 
of power ends in it inner yard, when the ghosts, Fosse s 
Cabaret evergreen Tomorrow Belongs to Me in the 
backdrop, are trying to put the shoes of former political 


Jenn Chevañer Alam Gheerbrant: Меблі simbela. Татай: NZ зле hrvatske, 1987 p 267 


57 


"isms* on the "old" corpses-dolls as a symbol of a utopsan 
change Or, in the words of Branko Sušac, emphasising 
the symbolism of funeral shoes that can be worn only by 
cleansed souls. "Shoe symbolises the voyager A Vergil 
walking through the world. All of us, walking, walking and 
disappearing We ere tyrmg to put the shoes on these 
drowned rats to move on * (Zarez 34, 20th July 2000, p. 
34 ) The final framing scene is presented as the shutting 
of the gates after the prophetic biind-guide has passed 
Ihrough them, his passage through the gates indicates 
that from behind the promised pink dreams erupts the 
black reality of postica! deadness with the coming shadows. 
of the past and Ihe destroyed landscapes/fates of the 
diving 


| Towards the end: the subcult theatre 


The first FAKI (Festival of Alternative Theatre Expression) 
took place in 1998 and like Branko Sušac s PUF it 
proclaims the initiative to act and states (n the first 
person) in its manifesto what was avallable to them in 
the context of SKAZ ‘a rather conservative understanding. 
of the theatre and with accompanying nor-artistic features 
of the programme ' Though they have performed on 
verious Croatian festivals, including Eurokaz, they still 
"lack |) either a sensible {if not submissive) theatre 
expression or the ADA diploma “17 The fourth PUF (1998) 
included performances by Габит Art Express and the 
Autonomous Culture Factory (ATTACK), the latter 
comprising some companies of the First FAKI The fans 
will undoubtedly remember the extenor іме installation 
Feat. performed by the performance art group No Package 
and lasting eight hours, an allusion to the eight-hour 
working hours The location, near the tree in front of the 
hotel Dubrovnik, included a black man-doll in a yellow net, 
indicating a stage story of the holisbc unity of tree and 
Man, networked into his own apocalypbc fate, prophetically 
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defined in Ebot's "rat alley’ (The Waste Land) The Schmrtz 
theatre achon 22% was aimed against the state imposed 
tax on books and intended to provoke by stealing the 
Knowledge inaccessible on the market, in the Algorıtem 
bookstore However, a more subversive expounding of 
the truth about this tax was green tnumphantly by Filip. 
Вине, one of the untamed members of the non-comformust 
performance group The United Balkans Inc , who refuses 
to be a member of the tamed end egalitarian herd of 
ılkterate idiots 

One yeer after the firtst FAKI, the group PRONI from Оѕуек 
organised, in collaboratioo with ATTACK, the Festival of 
Young Alternative Artists Plugin Ol (11-14 November 
1999), begun by the "brains alert.* The festival opened 
in the early morning hours by installing 69 metal flags 
with the inscnption ‘mines’ in the Petar Preradowié 
promenade in Osyek The police was inlormed mines 
were planted in the area and Ihe police sqauds arrived, 
prompted especially by the information Ihat "there ıs à 
bomb in the sppartment of the governor of Berenja, 
Branimir Glavas* (Vederng list 12 XI 1999, р 18) We are 
thus back at the beginning of our story of the Croetian 
alternative theatre of the weary mneties 

(Translated by Tomislav Brlek and Iva Corak) 


Suzana Marjame rs a theenst 


alter 


written hy 
dejan kritc /arkzin/ 


To begin with we ought to put ourselves some basic 
Questions what ıs altermative" in nowadays meda in 
and politics? ts there any reason for using the term 
"alternative cuiture" beside the historical one? Kt seers 
In fact that in the Western theoretic Literature the very 
notion “alternative cultura" rs actually rare one mostly 
talks about mass culture popular culture counter ulture 
subculture, subordinate culture, common culture folk 
culture, whia the alter 29 not found anywhere 115 а 
потоп usually inked to the pop music scene, coming 
from poppublicaticns a notion that for us in the former 
East (which we in ex/post Yugoslavia are gradually 
hecorting part ot as we keep "approaching to the West") 
used to be of much greater importanca than Lo people 
in the West 

Although it is a relational потоп that might theoretically 
be of a general use value (there always exists something 
as an altarnative to something else), im case of avart- 
garde it ıs really a chid ofits own time 50. 60, 70ies 
Such a wide range is determined by its stow spreading 
from figurative arts over the theatre and film up to pop. 
music 

The notion af "alternativa" те or "the alternative" in 
Cultural production 15 connected with the terms “avant 


totalitaranism" almoj 

officral rdeology usad ti 

struggle lor a complete s 

and culture against bureaJe 
counterculture movement of tie 
seventies 1 the West expected 
standpoint towards drugs and sexi 
about a change in politics and shdl 
new social movements being 051 in pd 
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“Living in a Disco" —— 


At the beginning of new wave period in pop music, that 
loss of cultural autonomy is best expressed by the piece 
"Pop Music’, a hit of the anonymous group M in 1979, 
which on the synthetic basis by means of a monotone 
technocratic voice exposes the key problems * New York, 
London, Pans, Munich, everybody talks about pop music" 
+ the global omnipresence of new disco dance but at 
the same bme also a dictate of non-personal , anonymous 
centres of interest; * boogie with a suitcase" - the movement 
of information, culture into the midst of what up to 
yesterday was called production forces, "we are Ining in 
a disco, forget about the rat rece" - bringing rhythm into 
hfe, the loss of sacred cultural status, its integration into 
everyday life, a feeling of the impossibility of an escape 
from the strictly given spece 
As the pop critic of 'Polet*, Tomislav Wruss puts it. The 
high position of that song on the list of best singles in 
1979 in the then central subject of taste determining, 
the NME and the styistc and thematic correspondence 
ın pieces of 'estabiished" groups, are legrtimising "Pop 
music’ as a significant expression of issues of the new 
wave, It is indicative thet precisely e group belonging to 
the anonymous world of pop music top lists, and not 
the individualist world of euthor rock music, was the 
first to feel the new situation in which pop music had 
found itself A moment of truth took place in an instant 
song of a group doomed to being forgotten, and not to 
being remembered in rock history or a rock encyclopaedia 
Besides it is a disco piece of music * 
Consequently, if ın pop music "the alternative" used to be 
formally determined as a counterpart of a type of music 
versus another type of music (e.g. punk vs. sympho rock), 
and fater, with the new wave, structurally - which has all 
been published by the independent (the so called Чаше") 
companies like Factory with Joy Dmision/New Order, 
Rough Trade with The Smith, Mute with Depeche Mode, 


4AD with The Cocteau Twins— no matter what type of 
sound and commercial success ts the alternative to what 
ıs being published by big corporations like EMI, RCA, 
CBS. Towards the end of the 8015 "the alternative" 
remains a matter of pure capitalist competition within the 
free enterprising system Thus even in pop music which 
as Bowie put ıt (When in doubt, blame Bowie . ") was 
always ten years late in comparison to the other artistic 
arees, “definitely” there has been a breakdown of the 
extremely modernist ideology. Every ideological charge 
of the "alternative" ot any kind has been whitened The 
notion "Indie" has in that way definitely become an 
introduction to industry and not an element of difference, 
Really, we ere Irving in a disco, and the '90(5 have precisely 
confirmed it on the market by the expansion of 
techno/house scene, by their all night rave parties, mass 
happenings 1ке Love Parade, music that emphasises 
rhythm and prevalence m which the boundaries of a 
particular song in a mix are disappearing, and the original 
version itself is being replaced by a remix series 


کے 


XXXXX 

| The notion of the alternative/alternative has thus been 
destroyed from two sides the contemporary mecia/culture 
Industry ıs swallowing even the most radical artistic 
expressions without a single problem (body art, 
pornography, SM, body cutting, plastic operations as 
ın case of Body radicals Orlan, Stelarc, Ron Athey, 
Franko B, Annie Sprinkle } colonising the “alternative”, 
which 1s on the other hand becoming part of the 
mainstream Those who have so far been on the margins 
have become stars and the whole so called alternative 
independent or marginal production/scene is acting 
according to the same principles as the dominant cultural 
industry, with its institutions, stars, media, mechanisms 
of promotion While the classic modernistic art was 


opposing society, challenging, critical, acting negatively, 
si 


S 


frequently їп a subversive or at least in the manner ot an 
opposition even in cases it was aesthetic to the utmost, 
it was always striving to something above the pure 
aestheticism, the question is whether such a thing could 
be said about the contemporary production 

The production of goods, marketing, consuming, 
commercial success comprise everything, from ethnic 
music up to marginal sexual practice Whether in form or 
its contents, there is very little in contemporary art that 
the modern late capitalist society could think of as 
unacceptable, unbearable, offending, or scandalous.. 
Each particular form, style, or sort or expression is 
understood only as goods meant for a group with a certam. 
эт 

The critics would add that in a practical sense the notion 
of “the alternative/alternatwe culture" has not only been 
surpassed and unnecessary, but also that the nohon 
itself is ready to be put away into the remnants of history 
because it insists on duatism where a diversity is needed 
The illuslon of non-antagonistic Society presents 3 global 
“container” in which there is room enough for the whole 
range of cultural communities, styles of life, religions, 
sex directions But within the variations of hfe styles, in 
the glorified tolerance (cultural, ethnic- religious, sexual. } 
of diversity, in the multicultural ideology, is there not a 
hidden danger of an One, dominant, of something that is 
out of question, and that s a global and ommpresent 
logic of capital Is the very Oneness, the common field 
within which all sorts of identities are growing, not 
already supported by certain exclusions, is «t not leaning 
оп a certain invisible, negated, antagonistic breach Isn't 
this “diversity” in itself - starting with the so called ethnic 
kitchens that are disposable to the consumer in a 
contemporary city up to the (illusion) of the governing 
liberal doxe about specific identity market on which any 
subject can freely and with full consciousness. choose 
among a number of subjective positions/roles, that one 
can freely choose and continuously change - isn't it only 
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the other side of a general global unrfication where the 
political freedoms are substituted by free market, and 
the individual freedom, freedom of man and citizen is put 
to a common denominator of taking his choice between 
two competitive market signs - Coke or Pepsi? 

In case we want the alternative notion to keep any sense 
at all in this society of spectacular globalisation, when 
all styles are permitted, or if we want it to acquire some 
new meaning and be productive. we have to understand 
itin a deeply political way, not connect it to the traditional 
issues of aesthetics but to the basic social antagonisms 
Culture/cultural production can nowadays be an alternative 
not by its new, different, unusual form or expression 
manner - but also exclusively in e political way The 
alternative cannot be defined by means of a series of 
specific excellencies of contents or form, + e those 
qualities are not in themselves “alternative”, but they have 
become such by their specific articulation into a definite. 
- radical - politically/ideological project This ts culture/art 
that does not consider the existing relation of domination 
and power as steady, petrified and unchangeable, as 
something that could not be influenced 

In spite of the post-modern theory of love towards trash 
aesthetics, the so called trival literature, the world of 
B-mowes, Las Vegas, pornography and radical sexuality 
not even a short while ago despised and nowadays a 
completely integrated world of popular mass culture is 
not ın itself. “subversive” or “emancipated”, it is such 
only when it questions rts own positions by a conscious 
political viewpoint, when it enters its own political 
engagement wtule summing up the situation as a whole 
In sei a definite type, a sort or form of production does 
not necessarily guarantee an alternative position (e g 
Street theatre versus institution, performances or 
installations opposing gallery exhibits of paintings, } 
therefore in a paradoxical way, the alternative can these 
days appear even at most unexpected places within the 
heart of elite culture, inthe academic world or just as 


well in most massive popular culture, in Hollywood or 
within the talk of world corporations Nerther the genre 
nor the formal style as such can warrant anything any 
more 
The alternative that is not only a matter of critical definition 
or a market-marketing definition, should be a matter of 
self consciousness, af a deliberate decision for a definite 
position, for one political standpoint. a viewpoint that 
in the leftist tradition could be called emancipating 
In case of a spectacular, ncessant discourse of a 
governing system about itself. nof a collection of paintings 
but a social relation, we can say that at present the 
alternative/everything alternative is an incessant discourse 
of subdued classes about the governmental system and 
their own position within It 
The alternative is not a style, an issue of form, or 
expression, but an active questioning, the reconsideration 
of the existing social relations. 
In Croatia, as in the rest of Eastern Europe, such traumatic 
areas are abundant, they are the issues of relation of 
the major nation and the minorities, of language, of 
relations toward polrtical/ideological past and tradibon m 
general the role of the church, of ideological repression, 
of the control or rather the influence of media, the 
economical and lega! problems of privatisation and 
denationalisation, socio-political problems af relations 
among political parties, the role of the parliament, civil 
Society, problems of planning and projection of the future, 
economic and social development, joining the so called 
European integration, facing the globalisation process 
But the political approach must nof be understood in 
a narrow sense of the word as (a desirable and even 
necessary) engagement in daily politics - exactly as we 
are reminded by Frederic Jameson, that in the engaged, 
politicised, alternative production of the '6015-7015, the 
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innovations in art, and even more so in the theatre, in 
case of the most aesthetic and the least politically aware 
actors and directors, have always been initialised by a 
firm conviction that a theatre performance is a symbolic 
gesture of an aesthetic protest but also some sort of 
prams, and that changes in the theatre, as minor as they 
may be, also contribute to the general change of life 
itself, of the world which the theatre is as well part of 
as its mirror, a means of its intellectual reflection. 

In the world in which it i$ much easier to imagine its 
end, the ecological catastrophe than an end of the 
capitalist production forces, where the old opposition 
left/nght tends to be presented as irrelevant and 
philosophical ideas like “the end of history" become 
relevant and support the unchangeable social relations, 
when the political freedom is. substituted by free market, 
the only alternative i5 the political one, the acceptance 
of the antagonism of social relations and one's own 
responsibility for the present and the future development 
And the real alternative to the global ıs not antrglobal, 
the closing within the frame of a nation-state, it ıs not 
preserving the illusion of some authentic (national, 
ethnic.) identity, but another definition of the global 
ın itself, of emancipation and solidarity 

In that case, alternative culture must not be understood 
as acertam state and a static style but as an active 
struggle and political strategy Today perhaps more 
than ever before, the words of Walter Banjamin have 
become true, saying that the aestheticism of politics 
has ta be confronted with a powerful politics of the 
aesthetic 

(Translated by Neda Karlović Blažeković} 


Dejan Krist is a theorist and ihe editor af Arkzine magazme 


a notebook* 


{an outline of a report for the project cultural policy of the republic of croatia, 2000-2004) 


* The simple ttle of this text А Notabook, was taken over from the French poltical practice, m which Cahiers have, since the 16th cantury 
contained politcal reports or objactions to cartan legal or polítcal actons The text emerged out of no other ambrtion than to ancourage 
a public debate, to which none of the polrbcal partias have so far dedicated a single word in ther electoral programs 


In order to materialize the transtion from the current status into а newly decided one, let us decida that every reform should, as much as 
possible stem from ideas and humen minds 
W von Humboldt, Ideas for an Attempt to Delineate the Limits of Efficiency of tha State 
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| AIMS OF THE CULTURAL POLICY PROJECT OF 
THE REPUBLIC OF CROATIA 2000-2004, 
AN OUTLINE 


1 GENESIS OF CULTURAL POLICIES 


11 Formation ot cultural pobcies and issuance of documents 
on those is ota more recent date in the European political 
practice 


1.2 In France tor example a more extensive dehnition ot the 
state interest m overall cultural property, and above all in the 
cultural heritage could not be tound until Malraux's decree , 
dated 1959 which preceded the acton ot dispersion’ ‘distribution, 
and even ‘decentralization’ ot culture The primary aim ot that 
action is the geographical and social ‘presentation ot national 
cultural values as broadly as possible, 


1 3 inthe Netherlands a country whch experts consider to be 
the most advanced ot European countries in the area of cultural 
planning and strategies ot evaluation ot the cultural sector the 
situation as regards culture was not encouraging as recently as 
1970. The political system demanded to ‘have its voice heard 
In that area so itis considered that cultural initatves wera often 
launched and explained from a political point ot wew The 
Govarnment report entitied Art and Cultural Pohcy from 1976 
was the brst document relevant to the Dutch cultural policy, and 
Is closely linked with its European success 


1 4 On April 16 1993 the Law on Cultura! Policy came into 
force in the Netherlands as the tırst and only lex specialis of 
that kind in Europe formulated on the supposition of the necessary 
legalization of the entire corpus belonging to this separate 
sphere 


2 MANNERS OF INCUBATION 


2-1, Cultural policies of the developed countries have, in general 
been incubated far earlier than they have been articulated Also, 
they were incubated in widely different ways 

2 2 In Sweden tor example the manner of mcubabon was the 
result of a severe cultural debate of many years which started 
ın 1960 At first, The Film lasbtute, drama schools, The Theatre 
and Music Council and The Swedish National Travelling Theatre 
took part in the discussion about national culture, to be followed 
by other instutions, groups and individuals. who all judged the 
policy as inadequate and ‘random. in 1974, this long debate 
resulted in a report to the Parhament which then defined eight 
basic principles of the Swedish cultural policy 

2.3 In Austria a country with a federalist structure ot its own, 
the mannar ot incubation was completely different The 
Government statement trom 1970 about the need to ‘take every 
possible action’ on behalt ot democratization of society and 
‘strengthening of co-operation’ between provinces local 
government and central government based on federalism pnnciples 
marks the toundation ot the Austrian cultural policy Primarily 

ıt ıs the continuation of the social policy’ (F Sinowatz) 


3 STAGING 


31 A cultural policy is, first of all one of the policies clustered 


together with economic social and health policies etc of the 
political party or the party coalition which 15 ın power during a 
certain electoral period Therefore the development af most 
European cultural policies comes ın stages 


32 Asiage is most trequently marked by the basic political 
pnnciple ot the party which torms the cultural policy and itis 
rarely named after the person who has ıntluenced its creation 


33 The French cultural policy could thus be divided into The 
Malraux policy (1959-1969) the postMalraux policy (1969-1981) 
the policy ot socialist orientation (1981 1986) the policy of 
liberal onentation (1986 1988) and so forth 

3 4 The Austrian cultural policy could be divided into the cultural 
policy ot the socialists (1970-19831 the cultural policy ot the 
small coalibon {1983 1986) the cultural policy of the large 
coalition etc These coalibons however are characterised by 
a constant confrontation between humanistic and popuhst 
concepts, as well as between competing models of partnershlo 
and participation cultural policies 

35 It would be difficult to determine the stages of the Dutch 
cultural policy It is à successtul creation ot the Dutch coalition 
political practice of many years. as well as of the consensus. 
principle that was strictly mplemented ın all issues raisad in this 
area 


4 IMPERATIVES 


4 1 Every cultural policy has its traditional foundations (art 
institutions ot long standing or of national importance) and classic 
areas (tor example, protection ot historically significant 
monuments, archive materials environment protection, tunctioning 
of museums and hbraries and so on} which make the so called 
systematic support obhgatory 

42 European cultural policies are theretore articulated by two 
imperatives, which are often contradictory They are not only 
ted to the state by the budget but also in cultural and historical 
sense е by the debt imperative to both structural and traditional 
givens They are tied to the otficial politics during the ruling s 
party term ot office by the project mperative 


4 3 Most often, such a project can intervene into the givens 
or can even actvate solutions the goal of which is a more powerful 
dynarucs and higher fiexibity of the entre cultural sphere 


4 4 Only one European project the Dutch project of cultural 
expansion - contrary to, for example, the French project of 
"decentralization or the Austnan project of democratization ot 
culture has been realized independently from European political 
‘oscillations and staged reprogramming’ of cultural projects, and 
15 the only project that is markedly developmente! and continuous 


5 PROJECT CONDITION, ONE 


5 1. The principle of efficiency of the state is a project condition 
of all its policies, including the cultural one 

5 2, Cultural policies are usually preceded by the necessary 
steps which the state takes in order to elminate the obstacles 
to system efficiency which are ‘encountered in the sphere of 
culture They are atso preceded by various- formal and informal 

'moves' resulting trom the steps already taken and those 

opposite to them Thus. a cultural policy is not consumed by 
subtle processes ot admunistrahve tormalzations of distribution 


(France), stable system of allocation of budgetary means (Great 

Britain), nor by the standard methodology of ‘cultural development’ 
a'planning' that takes into conseleration the bad sides of the good 
and the good sides of the bad 


5 3. Cultural policies emerge with the ат of prowding complex 
answers to the encountered or hindered dynamics of relations and 
forms of participation of the state and society in the ‘price’ of 
culture. 


5.4. The wider and more diverse the partbcipaton m the 'pnice'of 
culture ıs the freer from the state influence and interference" 
culture is, but at the same tme, it requires a special system of 
evaluation even more Construction of such systems is exceptionally 
sensitive for the policy, because culture becomes even more active 
and sensitve to politics through such processes 


5 5. Through the demand for a special system of evaluation of 
culture and its products, cultural policy provokes politics by a goal 
beyond or outside of it, for which polibcs must find inner resources 
5 6 Funds from the central regional and municipal government 
budgets are included into the ‘price’ of culture in the case of the 
European countries which are damocratically developed Inner 
proportions of these funds vary to a great extent from country to 
Country This price also includes othar types of funding patronage 
‘of the arts private funds and initiatives, tax on cultural industry 
products (i е audio-video), sponsorhips encouraged by tax 
deductions etc 


5 7. Proportions of funds allocated from the budget in, for example, 
Great Britain in 1988 жега as follows 33 % from the central 
budget, 0 % from the regional and 67 % from the municipal budgets 
In Switzerland 13 % from the central, 34 % from the cantonal and 
53 % from the municipal budgets In Italy 52% from the central, 
11 % from the regional and 37 % from the municipal budgets In 
Sweden 43 % from the central, 7 % from tha provincial and 50 
% from the municipal budgets 


6 PROJECT CONDITION, TWO 


6 1. Political baliaf in cultural value, its effects and range of its 
affects influences articulation of cultural policies all around Europe 


6.2 A high level of that behef is an important condition for the 
creation of a cultural policy ‘worthy of rts name’ (J Chirac) 


8,3, A low level of such a belief keeps culture a frequent scene 
of the state pride and political promises. within reach of "rational. 
solutions" or in other words purely 'planned' pofíbcs, often practiced 
by ruling parties, especially in the early European political practice 


6.4 Co-operation between president De Gaulle and minister Malraux 
ts the most recent case of "the new intimacy between culture and 
politics’ since 1945 {J Habermas), and it was undoubtedly an 
important project condition for the Malraux cultural strategy 


6,5, Swedish cultural policy documents from 1974 and 1996 
provide evidence that the development of political belief is a 
condition for the autonomous growth of a cultural policy In 1974, 
‚one of the goals of the Swedish cultural policy was to 'confont the 
negative impact of commercialisaton The same goal was 
elaborated by the solution reached by Parliament ın 1996 
promatian of cultura! pluralism, artistic renovation and value, and 
through that the acton against negative effects of commercialization 
6 6 A Swedish parliamentary document from 1996 expresses the 
mew that optimetisaton of the sphere of cultural values is a sufficient 


prerequisite of rts efficiency, even when confronted with the 
destructve forces of the market and marketability The Swedish 
policy has, during the last few decades, not only increased the 
level of their belief ın cultural value, but has become a model of 
politics with a cultural belief 


7 PROJECT CONDITION, THREE 


71 Existence of an antrpraject, ı ¢ anb-projects, has proved 
to be an important project condition ın the articulation of cultural 
policy itself throughout the European practice 


7 2 Partes or party coalitions usually suggest antrprojects, 
which are seldom suggested by cultural institutions and formal 
ог informal groups of artists and other cultural workers 


7 3 In general, antrprojects have a counter- offensive effect, 
puthng pressure on the political sphere as such by demanding 
responsibility for culture 


7 4 Antrprojects are important not only because they suggest 
new solutions but afso because they sift the old or constant 
priores m culture The result of the confrontation of projects 
and anb-projects ragulariy pinpoints certain points of agreement 
as regards cultural institutions or areas or actvities of national 
importance At tha same оте. ıt expresses considarabla 
differances concerning the ‘necessary steps’ that have to be 
taken regarding organizaton financing, evaluation, 18 funchoning 
of the cultural sector 


7.5, Short ofant-projacts, the scope of the cultural wilt of 
members of a state community cannot even de outlined 

The period between 1981 and 1986 was important for the 
raton of the French cultural policy The platform for common 
behaviour' prepared by two moderata parties (RPR and UDF) 
contamed some chapters on culture and area of communications 
The anteproject outlined there obliged the state at four points 
only functoning of large institubons with the guarantee of their 
autonomy, providing scientific and technical support to 
decentralised collechwty and all partners in cultural life, ensuring 
arbcbc instruction on higher levels and managing cultural actions 
abroad Tras ant-project pnmarily offers everything else, including 
patronage - otherwise developed through a simple mechanism 
of fiscal relief’ - a principle of "social responsibility, and favours 
practices that use such a responsibility or put it to a test 

7-7. Ante-proyects undoubtedly strengthen the competitiveness 
of culturalpolitical modets, and exclude the possibility of the 
wanting ones 


8. ELEMENTS, AREAS AND INSTRUMENTS 


81 Instruments of cultural potictes in Europe are exceptionally 
different. They differ because they stem from various incubation 
forms, numerous specific qualities of the development process, 
and from special interpretations of project conditions of cultural 
policies (community efficiency, political trust, competitiveness. 
of models} 


8 2. Instruments of the cultural policy which constantly generate. 
new ideas but do not generate congruous support structures 
(France), greatly differ from those of the cultural policy which 
generates less ideas, but has a stronger will as regards mibatng 
structures which are beyond fhe reach of state administration, 
and with a better overview of all that belongs to culture (Finland), 
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and the cultural policy which is fully formed on quite a simple 
Precept ‘cultural policy is dynamic as art itself’ (the Netherlands) 


Е.З. Instruments ot cultural policies in Europe differ m regards to 
budgetary, cultural and historical. as well as innovative imperatives 
Although they are often discordant those imperatives quite 
accordingly- request one and the same thing from every cultural 
policy innovative instruments In search ot those, European 
cultural policies constantly multiply their instruments. but their 
results appear slowly and disappear fast 

84 Malrauxs homes ot culture’ had, tor example, been the 
Innovative instrument ot the ‘decentralization’ of the French culture: 
ın the stes but ten year later they were written off and dismissed 
as a weak and in principle a symbolic rasutt of a паме’ strategy 
ot democratization (Р Bordıeu) 


E-5 The catalogue of articulatory elements and formative areas 
of cultural policies 15 an extensive one As opposed to instruments, 
most of those elemants and areas are easily indicated 


= Forms of state povarnment and self-government 
= Economic power of the country 

= Position and structure of ministries 

= Basic cultural institutions. 

~ Hantage 

= Institutions of art and professional education 
= Cultural legislature 

— Contemporary artistic creation and activity 

= Publishing 

= Libraries 

— Museums and gallerias 

— Theatre 

- Film 

~ Media 

— Tha Net culture 

= Ecological culture 

— Culture of construction and urban planning 

- Design and applied arts culture 

— Amateur culture 

= Culture of minorities 

— Non-governmental associations and ınstitubons 
Projects actions, initiatives 

= Institutions tor research and liking of cultures 
= Cultural industry 

Patronage. sponsorhip, donorship etc. 


8 6 The content of the above mentioned, but also of all that was 
left out, is the only political material of culture. Today, in the 
contemporary world, it cannot do anything with that material without 
Its ‘skill which according to the standard ot the possible knows 
what It wants and wants what ıt can’ (E Bloch) 


9 BASIC OBLIGATION OF A CULTURAL POLICY 


9.1 The first principle of the Swedish cultural policy trom 1974 
reads as follows ‘Ensuring the prerequisites for the freedom ot 
expression’, while the one from 1996 states 'Maintain the freedom 
ot expression and achieve genuine possibility tor everyone to take 
advantage of that freedom’. Similarly, the tirst principle of the 
Dutch cultural policy ıs Freedom of expression’ 

9 2 Although ‘freedom of expression’ is guaranteed by the 
constitutions of all democratic countries, culturat policies of the 
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countries of developed democracy stress the freedom of 
expression as their own most important aim 

9.3 Freedom guaranteed by the constitutions 15 not the same 
as ‘the freedom of expression’ as the target principle of cultural 
policies 

9.4. Freedom of creation’ ıs a conshtubonal right ot cıtızens, 
while ‘freedom of expression is a principle through which а 
cultural policy takes over the obligatıon as regards measures 
for the “ful realization ot that night 

9.5. Freedom ot expression is pnmarily a poetical, and not a 
politcal category IT ıs based on ‘multiplicity of forms ot art 
‘pluralty’ ot culture and ‘muthversum' ot personality Those are 
phenomena that potes as such can take on and accept only 
through а separate poliics able to protect, support, develop. 
and evaluate them 


9.6 Freedom ot expression is the basic obligation ot a cultural 
policy, because no other can take it over, and only society can 
achieve it 


10 CONCLUSION 


10.1. Cuftural policies emarge as an answer to the development 
of the cultural area and to the tact that routine procedures and 
normal instruments of state administration can no longar meat 
their demands 


10.2. Cultural policies ot the ‘tree world’ countries were 
ancouraged by a strong ideologization of art and culture in the 
socialist countries Therefore, each ot them represents a 
practical interpretation of their common principle that political 
power and its state administration should be kept ‘at an arm's 
length! 

10.3, Cultural policies are antiadeological in their origin, and 
ın their continuabon they develop as experimental practices of 
European policies, 1e as an especially intaractya skill naaded 
tor tha tormation of posk-national states, and of modern and 
post-modern society 


10.4, Cultural policy ıs so far the only one - licentia politica 
of politics. 


1. THE SITUATION OF CROATIAN CULTURE 


1.1. 'tis a special problem — thatthere 1s no document which 
would articulate both short-term and long term aims of a cultural 
policy on the state level but cultural policy is deduced from 
genera! premises of the legal and poltıcal system and dominantly 
accepted cultural values" 

This paragraph ts quoted from the second chapter of the national 
report Cultural Policy of the Republic of Croatia, which was 
submitted to the Council ot Europe on April 8, 1998, and which 
the European experts considered to be 'an exemplary document" 
1 2 A group ot Croatian researchers considers that the Croatian 
Cultural policy in the period between 1991 and 1998 could be 
‘traced back’ to the general character and meagerness of the 
legislature, to palliahve measures of the ruling political system 
and general statements about ‘dominantly accepted’ cultural 
values, but that 15 not entirely correct Only a description of 
the cultura! situation in Croatia could be derived from the 
aforementioned, and consequently a conclusion could be made 
that дипл the menhoned period a certain роса! policy 


replaced the Croaban cultural policy 


1 3 In the penod between 1991 and 1999, culture in Croatia was 
protected by the Consbtution primarily through its principle of. 
‘freedom ot creation’ (Article 68} and by several obsolete, special 
laws (12 of them, some datinz from the old system) in the area 
of cultural legislature 


14 At the same time, values that have been thoroughly sifted 
through principles (obligation loyalty) and асїллһез (penetration, 
influence, unification} dominate culture im Croatia, a nation and 
state in the process of development 


1,5. Cultural situabon ın Croaba appears to be democrabcized 
through the advisory badies consisting of artists and cultural 
workers which were established within the Ministry of Culture of 
the Republic of Croata and within municipal government institutions, 
but their advice about “distribution of funds’ are not binding at all 


1.6 The national raport on Cultural Policy of the Republ of Croatra 
1s actually the document about the present condition of Croatian 

culture and about political actions in the sphere of culture, which, 
however does not contam any trace of any independent cultura! 

policy 


2, THE OFFICIAL ESTIMATE OF ‘THE CURRENT STAGE’ 


2 1. The national report Cultural Poticy of the Republic of Croatia 
15 an official document submitted to the Council of Europe, and 
consequently Its final estimate of the period 1991-1998 could be 
regarded as the official one although it is not clear whether it was 
approved through blindness or cunningness of the state 
administration 


2.2. The Croatian state cultura policy in the Current stage selectively 
encourages and directs cultural contents surtable for the purpose 
of asserting national identity and domestic and international 
cohesion Such a stage could be characterized as 
neoconservative’ 


2.3, Selective encouragement of cultural contents surtable for 
assering national identity and national cohesion is the key to all 
‘dominantly accapted cultural values’ which qualify Croatian culture 
"п current conditions’ as neoconservative 


2.4, Institutions and Instruments of actual evaluation in culture, 
apart from their obligation to develop the nation, also encourage 
and monitor processes of assimilating the primitive and the 
traditional. the old-fashioned and the classical, the fashionable and 
the trendy, the representative and the valuable, the processes 
necessary for neo-nationalistic and neo-conservatwe forms of 
government 


2.5. The Croatian state did not give culture a ‘concession’ on the 
cultural policy project, primanly because its ultimate goal is always 
freedom from the state government control, or control on behalf 
of it Short term and longterm plans of European cultural policies 
were undoubtedly moulded in accordance with the same goal 


3. ‘THE CROATIAN STATE CULTURAL POLICY" 


3,1. Between 1991 and 1999 the Croatian culture was brought 
into a situation which does not permit project conditions tor the 
development of cultural policies, but which meets all prerequisites 
for the creation of the policy homologous with ıt ‘the Croatian 
state cultural policy’ 


3.2 State polibes trusts cultural values prmanly seen as histoncal 
and other evidence of the work of a spirit favourably disposed 
IW. von Humboldt) to the given nation, and the state ıs efficient 
only when its cultural programs serve expansion purposes 


3 3 Funds are distributed on the basis of the Law On Financing. 
Public Needs in Culture (1993) and through proposing Programs 
of Public Needs for the current year which are formulated by 
the Ministry of Culture as soliciting for tenders and through an 
"interplay of various interests ın decisionmaking. the result of 
which are cultural programs which ‘serve national interests 


3 4. The formula serang national interests ıs linked to the ‘public 
needs model as a ‘corrective’ criterion, but in the process of 
selection of programs that formula was used directly for clentele 
purposes, as an investment into persons holding the same 
political views, cultural subordinates and art issues congenial to 
the neo-conservative policies 


3,5. State budget allocabons for culture never exceeded the 
imt of i % {0 85 ¥ ın 1997) Those allocations ın general 
constitute one third of tota! allocations for culture in the Republic 
of Croatia Опа third as allocated by the city of Zagreb, and one 
third by other municipal government end self-management 
authorities 


36 Exceptonally low budget allocations for culture are the 
result of thoroughly narrow trust the state puts in cultural activity 
and its ‘positive effects’, and allegience of cultural workers and 
their institutions to the so-called basic budgetary needs of the 
state and main ‘clients’ of the nation in the state constuction (the 
military, police, administration) 


3.7. Irrelevant to the concept of state budget and all too important 
ın the concept of national promotion, ‘the Croatan state cultural 
policy’ is an ideological construct of a Jowbudgeted and highly 
calculated pressure exerted on Croatian culture in the period 
between 1991 and 1999 


4. INITIATION OF THE CULTURAL POLICY PROJECT 


4.1. The смі mitiatve A thousand signatures in 1994 was the 
fst invitation to the Croatian government to make public the 
direcbon and concept of the Croatan cultural policy with respect 
to the following a} the encountered conditions, b) the medium 
term development goals One thousand artists and cultural 
workers under the motto ‘Croatia thinks through culture’, and 
with the request We need a cultural policy which comes from 
here" voiced their need for a public debate about the cultural 
policy of the Republic of Croata, demanding that ‘the Parliament 
of the Republic of Croatia should be the scene of the final debate 
The only direct result of this civil mbative was the foundation 
of the Mistry of Culture of the Republic of Croatia as a separate 
state administration unit 
4 2 National report Cultural Policy of the Republic of Croatia, 
formulated to satisfy the request made by the Council of Europe 
cannot be avoided as a serious attempt to articulate a cultural 
policy, espectally since this attempt was as a whole and in its 
project qualities augmented by the report made by European 
experts The Croatian Cultural Policy / From Obstacles to Bridges 
(1998) 
4 3 The report made by European experts about the Croatian 
nationat report is actually the first Ist of possible principles and 
59 


aims of the Croatian cultural policy 
4 4. The text under the trtle What does Book mean to Croaba? 
was published in November, 1998 This declaration of Croatan 
Independent publishers is an important document which shows, 
ın a systemabc way, that the practice of political intervention into 
Culture shouid be stopped by a Croatian cultural project. Laws. 
that have not yet been made- f e Law on Books, Law on Publishing. 
have to be an expression of such a project, or m other words, 
the axpression of a cultura! policy 
45 Contents of all othe: initiatives (the most important among 
them being formulated in a public discussion on the occasion of 
enactment of the Law on Rights of Independent Artists and 
Encouragement of Artistic and Cultural Creation), with the aim of 
the articulation of a Croaban cultural policy, could be summed up 
as follows Only a cultural interest responsible to a project its 
entity can profect and develop cultural values, while certan polibcal 
interests focused on its moment could never do that. 


5 MINISTRY OF CULTURE OF THE REPUBLIC OF CROATIA: 
A MOVE AGAINST THE CULTURAL POLICY PROJECT. 


5.1 Foundation of the Ministry of Culture of the Repubhc of Croatia 

m 1994 was although it seems to be quita the opposite а 

completely pragmatic move of the ruling party directed against 

tha articulation of a cultural policy and against any ınrtıatıya which 

would damand that 

5.2 Ministry of Culture of the Republic of Croatia was founded 

m oides to ba "tha authentic interpreter’ of cultural needs, a state 

insbtution which offers the Croatian culture the so-called ‘adequate 

solutions or whch, in other words, plans those solubons depending 

‘on the srtuation 

5.3 Ministry of Culture of the Republic of Croaba is positioned 

as tha main Creator and organizer of the cultural sttuabon, and 

funcbons as its mam controfing body” 

~ st initiates and prepares laws in the area of culture 

- participatas m the budget preparabons 

= decides about the distribution of funds to state supplement 

beneficiaries 

= controls operation of cultural institutions 

= appoints principals of public instrtutions 

= appoints managers of national theatres 

- performs administrative and other professional tasks relating to 

the oparaton of institutions and other tegal persons in culture, 

and on ensurmg financıat and othe: conditions for the operabon 

of museums, galleries, theatre, music, stage, visual arts, film and 

publishing actvrty 

— performs administrative and other professional tasks related to 

registration. documentation, research and preservation of hentage, 

protecbon of environment and landmarks. 

54 According to the scope of rts authority, Ministry of Culture. 

of the Republic of Croatia 15 actually the actng manager of the 

Cultural policy in Croatia. 

5.5 Ministry of Culture of the Republic of Croatia is positioned 

ın such a way that ıt ıs able to directly 'satisty the needs’ of the 

state politics. It can deal wrth the needs of artists and cultural 

workers ın a completely pragmatic way ‘considering the 

Circumstances’, espectally since it does not have to achieve the 
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goals of the cultural poficy of the Republic of Croatia that were 
determned, publicly discussed and voted for n the Paritament. 


5.6 European cultural pocies influence the position and scope 
of responsibility of mmustnes of culture, while the Ministry of 

Cufture of the Republic of Croatia, through its position and scope 
‚of responsibilty, influences the lack of cultural policies n Croatia. 


6 CONCLUSION 


6 1. The document which would articulate short term and long 
term ams of a cultural policy on the state level’ has to be made, 
50 that rts content coufd offer Croatian culture and cultures of 
minoribes in the Republic of Croatia, or in other words. all the 
artists and cultural workers, ther projects, acboos and institutions, 
an efficient perspective, while at the same time determining the 
basic oblgatons of the state towards tham. 


6.2 The cultural pokcy project has to be mede on the state 
level, not only so that the state community could know its short 
term and long-term goals and oblıgahons, but also so that it 
should, through that project, accept the basic principle of European 
cultural policies the principle of noninterference of the state 
with the асіміеѕ of cultural community Moreover so that it 
could starting from that principte - constantly direct political 
willingness, necessary knowledga and financial means towards 
the reabzatiopn of the structural support of the independenca of 
‘the cultural sector’ (professional ndapandent bodies, separate 
funds, cultural legislature, system of tax benefits etc) In other 
words ‘freedom of creation’, the constitubonal right of citizens, 
should be subject to measures for the full realization of that 
nght. 

6 3, The cultural policy of the Republic of Croatia profect has 
to be made with the intenbon of creation of a full autonomy of 
the process of operating, evaluatag and decision-making m 
culture 


The cultural policy project has to be made so that the state 
politics would no longer act as a patron above the activities and 
values which do not benlong to st, but that rt could participate 
m cultural processes as a partner, at first from a necessary, and 
then from a larger ‘distance’ 

The cultural policy project has to be made so that the ideological 
creation of ‘the Croatian state cultural policy should be removed 
from the stage together with its powerful instruments 


poltbcal chentelism based on ‘the narrow definition of the national 
interest’ (see the report made by European experts), 


insttubons of assimdabon of prejudice and judgement based on 
neo conservatism, 


state centraksm based on arbitranty determined relations with 
municipal admımstration and self-management units 


budget mannalısm combined with fiscal pressure based on the 
Ministry of Culture of the Republic of Croaba, that weak 
representative of cultural interests, 


6 4 The cultural policy project of the Republic of Croatia has 
to be made on ‘the state level asa developmentoriented 
document by a consensus of parliamentary parties Its long term 
campulsanness should not be influenced by a change of the 
ruling political party or coalibon, their interests, or, in other 


words oscillations of political principles. Every subsequent novelty 
or possible change ot prionties ın the project contents shuld also 
be made in The Parliament trough the pnnciple at consensus 


6.5 The cultural policy project ot the Republic of Croatia has to 
be made as a document which is. through 1ts contents and aims, 
an argument for larger budgetary allocations tor culture and a 
well argued demand tor a constant growth ot the rate of those 
allocations in reat terms 


6 6; The cultural policy project ot the Republic ot Croatia implies, 
according to the viewpoint exprassad in the report made by 
European experts a Ministry ot Culture the primarily role ot which 
19 that ot strategic advocate and researcher’ ot opportunities tor 
the Croatian culture and the development ot all its capacities 


6 7 The cultural poticy project of the Republic ot Croatia should 
be prepared along the lines ot the смі initiative A thousand 
signatures from 1994. but with the aid ot a systematic and staged 
cultural debate At every stage it should involve more and more 
participants (individuals representatives ot cultural mstitutons, 
non governmental organizations. exponents of important cultural 
projects, representatives of class associations and societies } 
It would be tinalised in a plenary discussion which would tinally 
articulate The Cultural Policy Project ot the Republic ot Croatia 
2000-2004. as a project torwarded by Croatian arbsts and cultural 
workers to the Croatian National Parliament tor discussion and 
adoption 


6 8 The cultural policy project of the Republic of Croatia should 
be 2 common project ot all those cultural workers and artists in 
Croatia who share the beliets ot their European colleagues, who 
hold thet a new framework of cultural policies should be developed. 
the one that wil explain the philosophy and principle of thinking ın 
detail providing the analysis ıt is based on and priorities ot the 
cultura! policies they will support 


6.9, The cultural policy project of the Republic of Croatia has to 
be made but not only to give culture in Croatia а possibility ot ‘an 
Independent administrative activity (M Weber) An independent 
cultural policy is necessary because only such a policy acts by 
constantly extorting ‘freedom ot expression’ trom every politics in 
power which on the other hand, never surrenders to that aim 
easily 


1, AIMS OF THE CULTURAL POLICY PROJECT OF THE 
REPUBLIC OF CROATIA 2000-2004, AN OUTLINE 


- Freedom ot expression 
= A cultural state 

- Autonomy ot culture 

- Culture in the centre ot developmental interest 
- Culture area ot learning scholarship and art 
= Contemporantity of culture 

- Cultural hentage 

- Cultural legislature 

- Law on cultural policcies 


- FREEDOM DF EXPRESSION Systematic evolvement of 
measures (organisational economic, legal, tiscal) that enable its 
usage and expansion 

- A CULTURAL STATE To assert the fact that Croatia ıs а 
historical and geographic ‘crossroads of cultures’, and that 
intercutturalty is an important characteristic ot the Croatian cultural 


identity and the basic feature ot its internabonatism 

= Territorial assertion ot this fact counts on the special status 
ot cities ot culture which should be given to great cultural 
histoncal centres (Osyek Varaädın Dubrovnik Hvar Split Zadar 
3ibenk, Ryeka Pula) It counts on cultural singulartties of regions. 
They have to determine their rradıationat cultural foci themselves 
(actions, manıfestations institutions cites) which present those 
singulanties but also expand the cultural contents of the region 
Municipal administration and local self government bodies have 
to be systematically dissuaded trom mimeticism imitation of 
central ‘cultural’ models and burezucrahc transposition ot 
‘solutions’ into the region 

= Civil assertion ot this tact counts on the institutions of civil 
society that have to be considerably encouraged both legally 
‘and tinancially, because they greatly increase meneuvring abilities 
ot Croatian culture on its way ‘from obstacles to bridges, from 
local narrow-mindedness to social openness trom administrative 
indifference to creabve inventiveness 

- Political assertion ot this tact counts on support for culture of 
minorities, especially the Serbian minority as a part of Croatian 
cultural singularities whose identity was developed side by side 
with or directly opposed to its parent culture 

- Legal assertion ot this tact counts on such a change of the 
Consbtution of the Republic ot Croatia which would in a separate 
article, define Croaba as 2 cultural state 


- AUTONOMY OF CULTURE То develop institutes and institutions 
ot the democratization of culture with the am ot decentralizing 
areas, based on the principle of the Republic of Croatia as a 
cultural state 


Decentralization has to be conducted on the state, institutional 
and geographic levels 


- On the state level that means considerable reduction of the 
role the state plays in the allocation of budgetary means in 
culture a) by forming independent democratically elected, fully 
professional bodies authorized not only to evaluate but also to 
make decisions which are binding primarily for the Ministry ot 
Culture, b) through granting tax benefits to patrons and sponsors 
ot culture and through incentive measures for the creation of 
independent funds contaming money obtained through sponsorship 
and patronage but also trom taxes on cultural industry income, 
с) budgetary mvestment into cultural insitutions of national 
importance but with a full guarantee of their autonomy 

= On the institutional level that means transter of competence 
and functions of state administration bodies to territorial 
communities, and within those communities above all to 
independent legal persons (associations companies funds) that 
are closer to certain cultural contents or area according to the 
manner and place of their operation Thot would gradually put 
out secondary’, subsidiary administrative bodies, or in other 
words, rt would reduce their power 

- On the geographic level thet means a new ‘more just’ distribution 
of cultural infrastructure regionally targeted renovation or 
construction of cinemas theatres centres ot the new Net culture 
libranes galleries. Democratization of culture 15 a process the 
goals of which are optimal accessibility (obtained through the 
contemporary education system modern role of science 
openness of media etc) and maximum self tormetion (lezıslature 
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focused on 'selbregulabon, reduced administration, 

without bureaucratic obstacles etc) ot ће area of culture Its 
premises are transparency of processes and documents connected 
with the decisionmaking (including participation of cultural 
institutions, class associations, non-governmental organısations 
and all forms ot so-called ‘artistic rapport about problems), and 
personality as a basic principle of cultural responsibility (art projects 
are only objectmzatıon figures financial organtzational, productive, 
creative personalties "taams' and indwiduals) 

Autonomy ot culture is a project which is expensive to every state 
Although it respects economic power of a state as a community, 
ıt disrespectfully demands constant changes within its political 
system, attacking ıt by its very aims that have been ‘declared’ 


= CULTURE IN THE CENTRE OF DEVELOPMENTAL INTEREST. 
To install culture as a power-generating system of society and its 
civilization process То put it ın tha positon ot a true initiator of 
economic development and growth Cultural tourism, cultural 
industries, graphic end industriel design, construction and urban 
planning, applied arts etc have to come into the limelight ot 
developmental interest of the Croatian state and society [see the 
report made by European experts) 


- CULTURE AREA OF LEARNING, SCHOLARSHIP AND ART 
Creativity of modern science, contemporary education and artiste 
creativity are basic dynamic postulates ot the contemporanarty of 
the area ot culture 


Disciplinary invention of science, mvenbve structure of educetian 
and completely open ertistic Imagination constantly shape culture, 
especially when society encourages and expands tha network of 
thar retransmission and inter-detonators on the principle of culturel 
davalopment of the country 


№ accordance with the postulate stated in 1990 at a The Parkament 
session, that the main goal of Croaba is not economic growth, but 
cultural growth which encompasses art, science and education, 
it is necessary to bring cultures (scientific, educabonal and arbsbc) 
together in a functione] manner Merely a first step m thal would 
be a far greater state support to the higher art education nsttubons, 
foundetion of the new ones (tor example high schools of dancing, 
artconservation, restoration skills etc) and renovation of the existing 
institutions a more efficiant positioning ot cuitural research 
institutes. formation ot contemporary systems of technical and 
professional support, new cultural menegement etc The second 
Step would concern the foundation of special 'relay' institubons 
and making concepts of projects tor so-called ‘interweaving of 
knowledge’ theorebcal and practical, and wce verse, freed from 
the classical fiction about the primary role of one of them 


= CONTEMPORANEITY OF CULTURE In the cultural tfe of a 
nation. conternporaneity has the key role it 15 the input of all the 
issues of the so-called ‘hve culture’ and the output of all its problems. 
Therefore those who work for rt or on it have to be taken care of 
That means taking care about tha development of the cultural 
industry (publishing, film, multimadia), but alse mobility of "small" 
cultural actions (‘traveling’ theatres and studios, projects of 'cultural 
guerilla’, diffusion of cultural events, libraries and video stores ‘on 
wheels etc) Taking care about everything 'expermental, everything 
that represents alternative culture, but also about the development 
‚of the Net-culture as a markedly decentrakzed, mtercultural and 
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transnatonal one. Танк! care about the expansion of the network 
of ‘culture plants’ and ther infiuance. 


= CULTURAL HERITAGE. Contemporanerty is an abstraction 
that requires ‘concrete answers, and tradition where it realistically 
exsts 15 a concreteness which seeks abstract’ challenges 


Cultural hentage belongs lo ‘tha overall cultural treasure’ of a 
nation as the deepest concreteness ot its cultural tradition К 
has to be preserved, but its challenges have to be accepted 


Cultural herrtage m Croatia today primarily has to be protected 
from ‘mprovised solubons', but also from ‘ideological 
reduchonsm' Old city centres have to be protected from internal 
aggression’ against cultural hentage. Conservation has to 
become part of urban planning, and landmarks require professionel 
and public surveillance A more efficient investment mechanism" 
has to be developed and generatons of experts, conservators 
and restorators, have to be raised Today, however, tha Croatian 
cultural hertage also represents a challenge against historicism, 
which 15 commonly used to interpret it, and it puts the authority 
of modem scientific and professional approach to the test Such 
an approach can no tonger be avoided It should be encouraged, 
and it should require commitment 


= CULTURAL LEGISLATURE Entre cultural legislature has to 
be arranged and constructed It hes lo be adjusted with e large 
number of intemational agreements relating to culture which 
have been signed or accapted by the Republic ot Croata Tha 
Lew on Theatre has to be 'made anew’, and other basic cultural 
laws - fe Law on Films, Law on Books have to be added to 
the legislature as soon as possible 


Cultural legislature should be a le gal expression of the cultural 
policy as one of public policies ot the Republic of Croatia 


= LAW ON CULTURAL POLICIES This law has to be made in. 
order to regulate the entira cultural sphere conditions of 

of the determined cultural policy, relation between 
state and culture, and lo define the role and authority of the 
Ministry of Culture of the Republic of Croate 
(Translated by Maryana Javornik] 


Viaran Zuppa ıs a theoretician and daan of Academy of 
Drama Art in Zagreb 


festivals £ venues 
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festivals 


Art & Moale Festival 

Organised by The Association for Development of Culture and Суй 
Society "Mali mrak” 

52 1DO Pula Teslına 12 

contacts Zeiko Herceg phone ++ 385 99 48 79 43 

Diego Bosusco phone ++ 385 52 21 79 27 

emal am€252 com 

web www 052/aam 


Art & Music Festival gathers Croaten and miematonel rock mascens, 
спіс, com artists thetare directors and actors Itis umque n 
the Croatian context in interteaning three media music. fim and 
theatre The Festival offers presentations by young authors, mites 
their work, educates and awards them Local and ntemabonal ces 
and theoreticians and renowned artists and teachers are туйе to 
this end Apart from the competition, the Festival offers theatre and 
Comcs workshops and а senes of pannel discussions on the subjects 
of rock music theatre and comcs 


Art Workshop Lazareti 

20 000 Dubrovnik Pobyana 8 

phone ++ 385 20 423 497, fax ++ 385 20 421 114 
e-mail art lazareti@du tel hr 

artistic director Slaven Tol) 


The Lazareti Workshop gathers Croatian and international theatre. 
Companies dealing ın intormal ways ot expression, as well as 
multmedia artists and musicians The last three edihons concentrated 
оп the social engagement ct art This year particular attention has 
bean devoted to the form of party, explored by various artists, 
mainly working m the so-called new media, the am bema to attract 
new generalions and include them m the artistic processes The 
waa ıs not to create yet another festival but Io form an exploration 
site through workshops. 


Contemporary Dance Week 

organised by the Croatian Movement and Dance Institute 
10 000 Zagreb Biankinyeva 5 

phone/fsx ++ 385 1 641 154 

artistic director Mirna Žagar 


Contemporary Dance Week has tor seventeen years been offering 
a survey of contemporary international and loca! dance scene The 
performances range trom "classical dance to performance, rckhng 
various productions by well and less weil known international artists 
Some ot the artists featured in the last two editions are Random 
Dance Co Emo Greco & Рс The Sasha Pepehajev Kinetic Theatre 
Russell Maliphant Со and Vera Mantero 


Croatian Small Staga Festival 

organised by" HKD Teatar and The Culture Office of the City of 
Rieka, 51 000 Rieka Korzo 16/2 

phone ++ 385 51 2095 40, tax ++ 385 51 2D 95 37 
artstc бтесіог Nenad Segui. 


An international festival focused on the companies working n 
the socalled smaff stage forms in contrast to the dominant 
"theatre of directors" and huge spectacles it atfirms the actor 
and ds part ın creatina a production The Festiwal selects 
performances on the basis ot ћетабс athnties The audience 
15 actively involved. particularly n post show drscussions 


llasce and Movamont Festival 
Svetuncenat 

phone ++ 38591 25 27 455 

email 20287 hnet hr 

artshc director Snježana Abramowé 


The Festival ams to be a gathermg site ot local and mtarnalional 
dance artists, dancers and choreographers, as weil as promotors 
and producers The idea is to decentralise the Croatan dance 
scene through linking it wth international events, meting 
international and mierregional co-productions Apart trom the 
pertormances, teatured also are dance and non verbal theatre 
workshops: 


Dubrovnik Summer Festival 

organised by Dubrovnik Summer Feslival 

20 000 Dubrovnik, Poljana Paska Mihčewċa L 

phone ++ 385 20 412 288, tax: ++ 385 20 427 944 
email direktor@dbk festiva! hr, progranx@dbk testival hr 
manager Slobodan Prosperov Novak 


Festival of dramatic theatre classical music and folklore The 
theatre section ıs mostly based on lesitval-specific productions 
but also includes pertormances by other Croalian theatres and 
International companies The festival owes its popularity and 
character to the ambience of the palaces and towers of 
Renaissance Dubrovnik. as well as parks and gardens where 
tor over fifty years plays have been performed One of the oldest 
testivals in the region 


Esrokaz, Festival of tha Now Theatre 
10 00D Zagreb, Bogowceva LAV 
phone ++ 385 14847 856 
phone/fax ++ 385 1 48 54 424 
email eurokaz@zamır net 

меб www eurokaz hr 

artistic director:Gordana Vnuk 


Eurokaz s basic feature is announced in its descriptive subtitle. 
Festival of the New Theatre it bongs to Zagreb artsts and 
theatre compares whose work is charactensed by new, 


challenging views of the world Eurokaz promotes innovate theatre 
language, explores the possibiites of stage expression, crossing 
the boundarıes and opening theatre to the new technologies and 
media Each edibon of the festval focuses on a concept: Body, 
Iconoclashc Theatre, Innovations m Natonal Theatre Houses, etc 
Many a world famous “star” has performed on Eurokaz, some even 
before reachmg global fame Robert Wilson, Societas Raffaelio 
Sanzo La Fura Dels Baus, Forced Entertammant, Gerald Thomas, 
Annie Sprinkle Jan Fabre etc In the year 2001 Eurokaz celebrates 
its fifteenth anniversary 


FAKI, Festival of Alternative Theatre Expression 

organised by The Alternative Theatre Excess Front [FAKI ATTACK 
10000 Zagreb, Trnjanskı nasıp b b 

phone/fax ++ 385 1619 51 34 

email infoautonomous-cfactory hr 

artistic director Oliver Serw 


FAK! was iibated with the dea of promote Croatian and mternabonal 
independent theatre companies. 

dealing in street low budget, student or alternatve theatre The first 
three editions followed the rule "anything goes" (no selection! as a 
reaction to the social situation restricting those forms of expression 
This year a system of selecton has been mtroduced, stil focusing on 
performances happenings, direct actions, instaflabons and the нке 
Also featured are workshops. pannel discussions and video projections 
Social and political engagement remains high on the agenda 


Goldes Lion, loternationel Theatre of Chambre Theatre 
organised by The People s Open Educabon Centre 

52 470 Umaz, Trgovačka 6 

phone/fax ++ 385 52 74 11 16 

arbsbc director Damur Zlatar Frey 


This new initiative 1s based on the idea of the Triangle Art Fest, a 
Festval gathenng performances from three countries whose borders 
intersect not tar from tha city of Umag italy, Slovenia and Croata 
The foundation lies т) the triinguaf and three-nation structure of 
Istria even though it focuses on chambre theatre, Gloden Lion offers 
varıety and scope from contemporary dance, performance and 
physical theatre, through mime to the classical forms 


organısed by The Mala scena Theatre 

10 000 Zagreb MedveSéat 2 

phone ++ 385 1 468 33 52, fax ++ 385 1 468 3370 
email aste}croatia@zg tel br 

web. wwe ador hr/milictooth 

artistic director ca бите 


A biannual event surveying the work of contemporary European and 
Croatian children s theatres Each edition focuses on one European 
Country (Denmark this year} The Festival also facıltates establishing: 
contacts for mternationat collaboration and touring, 


MKEM, international Theatre Festival af the Yt 
organised by" The Istnan Natonal Theatre 

52 000 Pula Matka Lage 5 

phone ++ 38552 21 26 77, Fax ++ 385 52 21 4303 
artiste director: Robert Rapora 


MKFM ts the only workshop festival m Croatia The project aims 
to include all segements of creating a theatre production through 
a series of workshops on vanous acting methods, dance, stage 
design, costume design and playwritng Teachers and participants 
come from all over the globe and the results of their work I5 
presented to the public Each year, the festival realises a complete 
production, the opening night of which is the closing ceremony 
of the festival 


10 000 Zagreb Berislaviceva 9 

phone ++ 385 1 4872 370 

fax ++ 385 1 4872 372 

web www bienale-zagreb hr 

general manager мо Josiponé 

artısbe director Benslav Šipuš 

contacts Sanda Božić Producer, e-mail sanda bozicóhds hr 
Zraka Lazarin, Producer e-mail znnka lazarin@hds hr 


Music Biennale Zagreb 2001 The main idea of tho next issua. 
‚of our festival is the imaginary voyage through the traditions and 
cultures of world music, but m the light of modem events, The 
programme of thes Biennale is quite different from the Biennale. 
"99, and from almost all other of rts previous edibons It aims 
to connect different generations and different styles, tastes, 
ideas, which taken together create he music of the worid today 
Our vision of Ihe programme of the MBZ 2001 is based on 
different projects which also mclude some important events in 
the field of theatre and the multmedia 


PIF, loternetioeal Pappet Theatre Festival 

‘organised by International CEntre for Culture (IKS) 
10.010 Zagreb, B Magovca bb. 

phone: ++ 385 1 660 16 26, fax ++ 385 1 6601619 
web jagor srce he/ort-festrval 

manager Lrwa Krofin 


For over thrty years РЕ has been binging do Zagreb riteresbng 
nternabonal and Croatan creabons m puppet theatre The Festival 
1$ pushmg the boundanes of the conventional puppet theatre, 
presenting the work of far away, tradibonal non Westem cultures, 
as well as the innovative tendencies sometimes bordering 
on/merang with the visual arts and performance art The intended 
audience are not only children but also grown ups Featured also 
ara workshops, lectures, seminars pannel discussions etc 
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PUF, Internatronel Theatre Festival 
organised by: Savez amaterskih KUD-ova Pule 
52110 Pula Sergyevaca 32 

phone/fax ++ 385 52 22 881 

artistic director Branko Sušec 


This festival gathers Croatian and international authors whose work 
is situated on the elusive line between professional and amateur 
theatre The compantes presented here have gone beyond 
amateurism but are still not acknowledged nor accepted by 
mamstream theatre professionals The scope ss wide fram plays 
to dance and performance. The awards are “celestial” The Cloud, 
The Drop, ate 


Split Summar Festival 

orgamsed by the Croatian National Theatra Spirt 
21 000 Split Poljana Tina Ujevića bb 

phone ++ 385 21 58 59 99 

phona /fax ++ 385 21 58 36 43 

manager Man Gotovac 


The Festival includes drama opera, ballet and concerts, as well 
as multimedia projects modern theatre and occasionally 
performance The drama programme mostly deals with the Croatan 
scene and festiva-specific productions, but also includes foreign 
companies Alongstda parformances in closed theatres open аҥ 
events are also regularly featured as well as stagings in less 
conventional spaces such as barracks and dumps 


Šihenik International Children's Festival 
Organised by the Sibenik Theatre House 
22 000 Sibenik, Kralja Zvonmura 1 

Phone « 385 22 22 134 

Manager Dragan Zlatkowé 


The international festival that has for over four decades been 
gathering various artists and performers from all over the world 
It us one of the biggest evants of rts kind in this part of Europe In 
tts striving to educate children to foster iheir aesthehc competence 
and widen their creative as well as social awareness, the Festival 
makes sure children actwely participate in art from being the 
audience to Joining in various workshops The Festival tries to 
answer the question of including the young in the trends of 
contemporary art 


Trensert Festival 
Organised by Labin Art Express 


The basic concept of this festival is creating works of art on the 

spot The idea is to have the artısts come to the festival with but 
a Vague noton of the project they would present to the other artists, 
with the work coming about from further collaboration the emphasis. 


ıs thus shifted from the finished product to the open creative and 
intellectual process of communication between the artists as well 
as with the local population. This year s explorations are enttled 
Fake Reality, and the aim ıs to show that artistic processes can 
influence the blung of boundaries between reality and ilusion 
The next topic is Barth and st wall consist of workshops seminars 
lectures, dance and theatre performances installations and gastro- 
performances 


Urban Festival 

10 000 Zagreb, Amruseva 5/1 
phone ++ 385 91 53 24 507 
email urban festval@maıl inet hr 
contact Miroslav Jerkovič 


The Urban Festival ts a multmedisproject comprising streat 
theatre, performances, arf mstallations, and urban interventions 
by performing and visual arbsts The project Is based on the 
modern concept of arf as a social component that tries to 
communicate actively with the urban population The Festival wil 
draw together many eminent performance artists from different 
countries, who are trying to change the urban landscape and 
human behaviour patterns in t During the Festival Week the city 
structure will acquire a new dimension + “a city upon a city” The 
Urban Festival project consists of Parforming and visual art project 
presentations, Art Workshop, Discussions theory and practice, 
and the Alternative city guidebook 


Табат et Dreams, Interastionol Theatre of the New Theatre 
organised by the Croatian Theatre House and Zadar Ars Nova 
23 000 Zadar, Široka ul 8 

phone ++ 385 23 31 45 86 fax ++385 31 45 90 

emaii zadar snova@zadamet hr 

artistic director Kristian Méié 


A festival of modem агї, focusing on theatre, but including 
contemporary dance performance the multimedia and visual arts 
Though most of the artists come from Croatia, the festival is 
internatonal Featured also are the workshops devoted to various 
tomes from juggling to movement or the text. 


venues 


ZAGREB 


Croatian National Theatre in Zagreb 
(Hrvatsko narodno kazaliste u Zagrebu) 
(drama. opera ballet) 

10 000 Zagreb Trg Maršala Tta 15 
Phone +385 1 4828 550 


Publicity Phone +385 1 4828 530 Phone/Fax +385 1 4828 531 


Manager Georg Paro 


Gavelle Drome Theatre 

{Dramsko kazaliste Gavella) 

10 000 Zagreb, Frankopanska 68 

Phone +385 1 4899 222, + 385 1 4848 548 
Publicity, Phone/Fax + 385 1 4848 541 
Manager Krešo Dolendié 


City Comedy Theatre. 

(Zagrebatko gradsko kazalište Komedya} 
10.000 Zagreb, Kaptol 9 

Phone +385 1 4814 566, +385 1 4813 200 
Publicity, Phone/Fax + 385 1 4812179 
E-mail. komadga@zg tel hr 

Manager Niko Paviowé 


Kerempuh Satiriesi Theatre 

(Ѕабпёко kazakäte Kerempuh) 

10 000 Zagreb ка 31 

Phone +385 1 424 120 

Publicity Phone"+ 385 1 431 734, Fax. + 385 1 424 509 
Manager Ousko Luštna 


Atil Theatre 

(Theatre &TD) 

10 000 Zagreb, Savska 25 

Phone +385 1 4593 603, +385 1 4593 677 

Publicity Phone + 385 1 431 734 Fax +385 1 4843 502 
Email darko lukıc@zg tel hr 

Manager Darko Lukič 


Zogroh Youth Theatre 

(Zagrebačko kazaliste mladih} 

10 000 Zagreb Teslina 7 

Phone +365 14811 955 

Publicity, Phone + 385 1 4872 561, Fax. +385 1 4872 568 
Manager Oavor Barê 


Zagreb Puppet Theatre 

{Zagrebačko kazaliste lutaka} 

10 000 Zagreb, Trg kralja Tomslava 19 
Publicity, Phone/Fax + 385 1 434 430 
Manager Nikola Cubela 


Erit Theatre 

(Theatre Exit) 

10000 Zagreb bca 208 

Phone +385 1 4814 719 

Puberty, Phone/Fax. + 385 1 3707 626, + 385 1 3704 120 
Email teatar-ent@zg tel hr 

Manager Matko Raguz 


Little Stage Theatre 

{Kazalište Mala scena) 

10 000 Zagreb, Medveščak 2 

Phone +385 1 4683 352, Fax +385 1 4683 370 
Emad mala-scena@zg tel hr http www mala-scena hr 
Manager Vitomira Lončar 


City Theatre Trešnja 

{Gradsko kazakste Trešnja) 

10 000 Zagreb, Mošćenička 1 

Phone +385 1 3638 010, Fax +385 1 3638 380 
Ринку, Phone + 385 1 325 230 

Email kazaliste-tresnjaGzg tel he 

Manager Vladmmra Vrhovšek 


City Theatre Zar Ptica 

{Gradsko kazalište Zar pbca) 

10.000 Zagreb, Byentka 97 

Phone +385 1 2338 961, Phone/Fax +385 1 2338 953 
Pubbeity Phone" + 385 1 2338 954 

Manager Tomeslav Milanovsks 


Puppet Stage i. B. Mazuraolé 
(Lutkarska scena! B Mažuranić} 
10 000 Zagreb, Viatka 106 
Phone/Fax. +385 1 4640 953 
Manager Saša Greguné 


"Swamp" 

СМОСМАВАЗ 

Organisation for Development of Culture/ (URK) 

10 000 Zagreb, Trnjanskt nasıp bb (Jedinstvo Factory) 
tel/fax (office) ++ 385 1 48 43 453 

tel (club) ++ 385 1 61 59 667 

email hourk@yahoo com 


ČAKOVEC 


Center for Culture Cahoves 

40 000 Čakovec, Trg Republike bb 

tel ++ 385 40 311 483 

fax ++ 38540312770 

esas centar zakulturu@ck tel he 

web. www.cak-cakovec hr 

Theatre producton manager Romano Bogdan 
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DUBROVNIK 


Marlo Držić Theatre 

(Kazaliste Manna Draca) 

20 000 Dubrovnik, Pred dvorom 3 

Phone +385 20 426 438, +385 20 426 437 
Phone/Fax +385 20 411 434 

Manager Mann Gozze 


LABIN 


Cantre for Cukura Lamparas 
(Kultur: centar Lamparna) 
Rudarska 1, 52220 Lab 
Phone/Fax +385 52 857 042 


OSIJEK 

Crastisa Natiasal Theatre in Oaijah 
{Hrvatsko narodno kazalište u Osyekuj 
drama, opera} 


31 000 Osyek, Zupanuska 9 


Phona +385 31 220 700, Phone/Fax +385 31 220 734 


Publicity Phone +385 31 220 766 
Manager Zelo Cagalı 


Daljeh Childran'a Thaatre 

(Dječje kazalište u Osyeku) 

31 000 Osyek Trg bana Jelabiéa 19 

Phone +385 31 501 485, Fax +385 31 $01 488 
Manager Jasminka Mesané. 


PULA 


Jatrlaa Natıaoa! Thuatro 
(Istarsko narodno kazalıste) 
52 000 Pula, matka Laginye 5 


Publicity, Phone +385 52 216 796, Fax +385 52 214 303 


Email pula@pu tal hr 
Manager Robert Raponja 


RIJEKA 


ivaa рі, Zajc Crostiae Natioval Theatre 
(Hrvatsko narodno kazakäte lana pl Zajca) 

drama opera, ballet, Italian drama) 

51 000 Ryeka, Uljarska 1 

Phone +385 51 337 888, Fax +385 51 212 600 
Publicity, Phone +385 51 337 680 

Manager Sretko Sestan 


(Rijaka City Puppet Theatre 

(Gradsko kazalište lotaka Ryeka) 

51 000 Ryaka, Blaža Polića 6 

Phone/Fax +385 51 212 090, +385 51 211 381 
Manager, Ljerka Gali 


SPLIT 


‘Split Creation National Theatre 

{Hrvatsko narodno kazah3te Spit) 

ddrama, opera ballet) 

21 000 Spit, Pojana Tina Urewéa bb 

Phone «385 21 585 999, Fax +385 21 583 643 
Publicity, Phone +385 21 585 957 

E-mail hnk-spit@st tel hr 

Manager Mani Gotovac 


Split City Youth Theatre 
{Gradsko kazaliste mladih Split) 
21 000 Spit, Dosud 10 
Phone/Fax +385 21 356 347 
Manager Lyutwca Srhoj 


Split City Puppet Theatre 
{Gradsko kazahste hutaka Split) 
21 000 Spit, Капма Tondıca 1 


Phone +385 21 46 099, Phone/Fax +385 21 356 925 


Manager Ratko Gianna 


VARAZDIN 


Croatian Natioaol Theatre In Чагаййїө 
(Hrvatsko narodno kazalšte u Varazcinu) 
(drama, opera) 

42 000 Varaždin Cesarteva 1 

Phone «385 42 214 688 

Publicity, Phone/Fax: +385 42 211 218 
Manager Marsan Vanjadié 


VIROVITICA 


Viravitica Theatre 

¡Kazaliste Virovtica) 

33 000 Virmtica, Trg Ljudewta Pata ) a 2 
Phone/Fax +385 33 721 330 

Manager Miran Hajos 


ZADAR 


Croation Theatre House Zadar 

(Hrvatska kazaksna kuća Zadar) 

23 000 Zadar, Swoka ubica 8 

Phone +385 23 314 586, +385 23314 552 
Fax. +385 23 314 590 

E-mail hkk zd@zd tel hr 

Manager Jadranka Svaguša 


iKazalıste lutaka Zadar} 

23 000 Zadar, Sokolska 1 
Phone +385 23 430 158, Phone/Fax +385 23 311 122 
Manager Davor Grzunov 


ZAGREB DANCE COMPANY 
„ Cow Licario Sacred Oppiano 


Author aad director: Alexey Taran 
Choreoprephers sad descora Nikolina Bujas, Pravden 
Devlahovié, Aleksandra Jeneva, Jelena Vukmirica 


This dance performance emerged from the co-operation of 
Alexey Taran, a Cuban Venezuelan choreographer and four 
dancers of the Zagreb Dance Company In the process ol 
creation the dancers cease to be only performers - they frt 
express their individuality, their emotional and physical 
experiancas Thus they become choreographers, that ts co 
authors Although rt is based on fictional characters that come! 
from the narrative structures of two novels, the very 
performance, due to its briant energetic movements that 
transcend the borders of the physical and its strong emotions. 
becomes the expression of the performer's personality 


“The persons hang on the strings of death that hold the 
movement of bulging muscles while streammg through the 
air with homosexual movements of a pronounced pubis that 
15 rubbed out under a non-existent light. There is no spoken 
voice, only a trembling movement of the ıntestinal whurl that 
connects them with its passivity * (Alexey Taran) 


ЕТО THEATRE 3 


Slowing-down & Uncertain Story 


Diractor: Bobo Jelčić 

Dramsturgy and text: Nataša Rajković 

With: Апа Капс, Katarina Bistrovió-Darvas, Nataša 
Dangubić, Drazen Šivak and Tvrtko Jurié 


Slowing-down This is not a performance, but an excerpt 
from the work on a performance. It is therefore not something 
finished and defined It ıs in the phase of emerging It deals 
with the daily Ife of an average, middle-class family. е stagad 
hour of their afternoon tme But “n order to show an authentic 
hour эп a family, every face has to be burdened with all the 
previous hours Faces turn into people being filled with 
information about their characters, interests and memories 
(Bobo Jelčić) 

Uncertain Stery The actors keep their own names and build 
characters similar to themselves The characters are comprised 
of their own, real and imaginary, ќе stores Thus they reveal 
attitudes and emotions that belong not only to the characters 
but also to themselves Perfarmers share the stage with the 
audience in such e way that the wewer becomes a part of 
seemingly simple, everyday conversations. "Apart form the 
tact that the story of each character ıs different in content 
the way they are determines the style and the way they feel 
determines the genre * (Nataša Rajković) 


STUDIO MARE 
Cartography 


Ghoreagrapher: Mare Sesardió 
mers. Petra Senjanowé, Zrinka Lukčec, Zoran Vukić, 
Marko Makovtié 


This is a dance performanca inspired by the mythologies of | 


Borges story "Of Rigour in Science * In that Empire, tha Art | 


of Cartography reached such Perfection that a map of a single. 
Province occupied a whole City Apart from impressive forms 
of dance and movement it also includes video (simultaneous. 
screening of the performance), а jugglers play with knives, 
а strong visunkarts element In an interesting staga design 
made of stone and the word directly linkad to the movement 
‘Walk upright, do not lower your head and do not turn it 
towards the sky, looking nervously around yourself Do not 
put wrinkles on your forehead and do not knit your eyebrows. 
Make sure your gaze is not roaming aimlessly ° 


NATIONAL THEATRE BITOLA, MACEDONIA 
Migrant Workers 


Directer: Branko Brezovec 
Chereopragher: Jagoda Slaneva 


Migrant Workers 15 a work of the Macedonian dramatist Anton 
Panov and ıt ıs the masterpiece of the so-called “bitova drama," 
a genre that dominated the drama of the southern Slavs from 
the mid 19th until the mid 20th century іп a spectacularly 
melodramatic way, this piece connects the social problems 
(the poor Macedonian peasants looking for work in the 
developed countries Serbia being the promised land here), 
the breakdown of traditional moral values and the curse and 
pathos of national pnde The бтесїог of the performance the 
Croatian artist Branko Brezovec, toured Europe with his 
multicultural spectacles With this performance created in 
co-operation with the exceptional energy and musical skills 
of the actors and the young composer Marjan Nekak, and in 
a mode unusual for hım using distant, ironical parallels and 
deep insights into the archaic emotionatity he developed a 
performance of stunning classic madernity 
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DB INDOS 


LIRERDANCE STUDIO x 
The Sun Stopped Gazing at Miracle 


Ehuragraphur- Rajko Pavlić 

Gramaturgy Željka Turčinović 

Danears: Ersilija Nikpalj, Dino Baksa, Alen Gotal, Апа Jurié 
Larisa Lipovac, Lovorka Puk, Valentina Križi 


The lading motil ot the performance ıs the symbiosis batwean 
the Croatan tolk tradibon und the contemporary dance 
movement The choraography uses the elements of tolklore 
(rhythm and staps} and ıt stylizes und rashapes tham into un 
indmdual dance expression “The performance tocuses on a 
human beng who seeks, touches, meets and passas by 
another human being They find togetherness n movement 
rhythm and a Iruditional dance that «s a symbol of collective 
consciousnass It discovers traces of gods and they become 
his primaval need for being, socialising and belonging The 
individual crystalises from the collective it longs for love but 
for an ironic perspective on itself as well * (Zalika Tur&inone) 


HOUSE OF EXTREME MUSIC THEATRE 
Rough ride or of the spirit 


Parterming Damir Bartol Indoš, Dubravka ёе 
Souaitrach & Live music: Helge Hinteregger 
Vidau animation Nicole Hewitt 

Зрасіш guest Damir Prica Kafka (saxophone) 


‘The performance is based on my experience ol riding a 
bicycle in the city, surrounded by hostile cars and 
threatening trams The bike-man burns liis own energy, 

the salutary space ot emptiness between the frenetic 
metal car bodies, striving to always be a missed target. * 


(DB Indos) 


EXIT THEATHE 
50% 


Concept and firectian: Nataša LuSebc 
Video: Nicky Hewitt / Vjeran Райтс 

Performers: Nerina va Gattın, Sanja Hrenar, Twrtko Juné, 
Edvin Lerić and Daria Lorenci 


een 


50% ıs а performmg score for four actors, four wdeo monitors 
and an overhead projector It ams at being a performance 
it dasls in everything that is unnecessary it is the aesthebc 
Of disposable things, the content of the casual, the genera! 
banality of the (попсопіетрізіме and the итотасу of the. 
plastic It collects the pieces of fragmented pictures that can 
be compared with a number of adverbs, preposibons and 
conjunctions m the grammar of a language Or, without, by, 
with, beside, past, and under reflect certan feelings for the 
State of things, for reality and the “now-and-hear-ness " 


HNH THE CHOATIAN NATIONAL THEATHE OSIJEH 
Alaska Jack 


Dramatargy wad diraction Saša Antocié 

aša Dosen 
Wie Saga Anočić, Hrvoje Barišić, Areta Ćurković, 
Tetjene Bertok, Lidya Florjan, Vjekoslav Janković end 
others 


"The mem thing in the performence is the actor's sweat, CHOATIAN NATIONAL THEATHE IN SPLIT 
thot ıs the thing he is resdy to put ın front of himself. 

Alaska Jack is on expression of в generation of young Croatian National theatre in Split ıs one of the 
actors ' (Saše Anočić) most innovative companies in Croatia It $ known 


"Tha technology of this story is constructed from a number by it's international collaboration and many 
ot protagonists and events that seemingly independently guest performances and successes st 

of wach othar ara being born, endure, give up, diminish Жайы sti атгаг projects Include 
and are raincarnated Genre and location could perhaps COH OTI OS min FA Deseo; s Cremona, 
bs of those of a funeral feast However, ıt ıs better to eliana: 

choose at random among other expellng rituals weddings. Program 

graduation balls, or simplely а wild party — In order to 
anjoy Alaska Jack the most important thing is to have 
frozen frames of memory A stockpile of stones, myths u pustinja/ Raturning to desert 
and relabonships recordnd long ago First the fire displays threcter hice Buljan 

of the lest wor and then the brainwashing labs in Croatia iid 

created the Aluska ganeration at the end of the century Marlana Biatrich 

This ts the ganeration of those who have ousted the recent: Director ivan Leo Lemo 


оте into the subconscious and armed themselves with "m 
feelings * Parformanca Petar Grimani 


Barnard Marie-Keltes: Povratak 


o ' 
VIDEO PRESENTATIONS SHOW CASE PRESENTATIONS 


JASNA FRANRIE - BARLJAGIC 
Fustan 1. 


Authos/chorosgraphor: Jasna Franky Brkhatic 

Video: Vladimir Petek, Jasne Frenkié Bridjotic 
Parfermera. Zadar Dance Company, KUD Prako - ІЕЅК 
“Kanice” 


Fuštan is a dance project built on the potentiels of the 
specific location island Ugljen Project connects medium 
of theatre, ambient, instalation and gallery The am of the 
project is to make an arbstic transfer between generabons 
Music of the Brazilian Indans is merging with the traditional 
ethno music of the women from island Ughen 

Duration 40 тп 


LLINK) 
Cheh-in(g) Dance 


Authors lve Nerine Gettin, Ketye Šimunić, Lylyene Zagorac 
rormers: Sandre Benić, Mila Čuljak, Iva Nerina байт. 

Zrinka Lukčac Kiko, Barbare Matevió, Zak В Valenta, 

Шапа Zagorac 

Video euthore Svebor Krenjc 1 Lala Вайс 

Muelc: Devor Rocco 


Chekein(g) Dence is built on a serial of dance intervention 
done at the Big Torino Festival, Big Bang festval ın Masseran 
and at the airport in Zagreb Event isn't hnk to a definite. 
duration tme, the performance starts in the moment when 
performers are entering the space of amport. 

LLINKT! dance project is a group of professional dance 
artist who gathered in 1997 to investigate unusual 
approaches to creating and performing dance Their prorects. 
are taking place on various sites and locations, banging 
together arbst from different backgrounds, allowing mdradual 
differances to craate new move 

Duration 12 min 


JASNA FRANKIC - RRKLJAI 
Ping-Pong 


Charee-directar-Jasna Frankit Brkhetió 
Assistant: Darko Brkljačić 


| Assıstant-writer Siva Sesto 


Perfurmers. Mira Bosanac, Vanja Ciné Lumezi, Dražen 
Cuček Aleksander Anočić 


The theme of the performance = effirmation end negation 
of communication The structura of the performance is 
built on the method of choreo-drematurgy Sound structure 
ıs made from the document of the Dregubn Surbek s ping 
pong match from the world championship in Tokyo 


RAD co. & ZARRER RANGE ENSEMBLE 
MM 


Dio eka/Eys ol th» eye 
Chereegraphy Nikolina Bujas 
Parfermers: Jelena Yukmirica, Nikolma Bujas 


‘Trio WI tri pote Trio or throe salos 

Choreography Pravdan Devlahović 

Perfermers Nikolma Bujas, Pravden Devlahovié, 
Aleksendra Janeva 

MM project is a made from three choreogrephy-pieces first 
choreographed by Nikolina Bujas, second choreographed 
by Pravdan Devlahovié and third done by Alexandra Joneve 
High quality dancers are researching their private dance 
systems relations between space and movement, body 
and бте, possibilites of the physically limited body 
(blindness), and the adjustment of body to external elements 
such as costume 


HYSTERIA NOVA 


D-Ratio Corporis 


Choreugrepher: Marja Šćekić 

Мапа Šċekić recently finished her dance studies in Canada| 
and established the new company in Croetie Her 
choreography is an expermenta work in progress focusing 
on interpretation through structured improvisation and 
explorabon of the danes of movement. 


